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[Z 20 - 240 —] kSR
— [ZV—=1] 25 [F2M] A

i R

F-22y b-74 9Pz FK (F. Scott Fitzgerald, 1896-1940) @ [F
Z b - &4 2 =] (The Last Tycoon, 1941) ZKZEDIEMTH 5., fEEH
FMETHEE T T E L6 ED KD BIERMIZE > T 7202 3%l
WAEMT2Z i3 R0, REhBE< D42 Rkl L2 o#EliE ]
BrdtLlhawn, 5262977425 BNz i3TEs, Ly
L. ZH3H L EFTE TINITELR 0, FFEARANC L2 ZOMKITDH2 5 K
WL, L2 LESARANCRIEE R 2>z LAk, T a b
KB ZEENEC 7228 Lhiksnwl, Hizallinmhz2i-z728Lh
B, SEADVBMATNDEEDERBEE THESLNEI b2 SV, D
IO, ZTOBHIRINBIE T EE 7= Lk nwsd 27, X2
DAZHIZ Th S,

ZIFELZDE, REODNHERL S ZEEIAREIZHATSSL, 28 %
29T BHZEIMODBUDDDD7EAH EHEZAATLE S, TIREST
MR ND», ZONGRE» 5722 DELTENTLE ZITVWOR, &
DV SN CE ARSI D S RE D, 2L Th &3 BGTT & B L
THD D OREREHNTOT I VOD, BZELZITELLENDE
A9,
9
Z957T

FoTLES b, &k B THMA 2 L8R ATL £ 5 4,
3L, WAFBHICIIRZKZN S ZZWbASTREN G A 5 Tn
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HLEZDHIELEETED, AEODFFZDMEE ST S EEOESEZ R
W, ZDH%EEIRBHLTWE 257200 EH 5K DISHAN. TTWNT 5
D7, HERHHEBRITEZE, VWS T4 9V VI L FOFERE R
MERADPERIZANTTA YV A=V a VETLBHXELD7, 2582
X, ZAEEUWEEIZ AN,

EVNIDITT, RAE T4 9 YV 2T LRRPERITIMS72 Y ELoh
DERD LD, BTUBVNRIERNETRUARATHZ 5, RO G &
WO RERELSPE 28805, FALXDEYT— - 24— (Monroe
Stahr) A& R 7R E2HHIZROMA S |

|

ZOMEMIZIZZDON=D 3 Vb B, 749V YT PO, 1941
222 ) T -t oiliEh7ZzZ F~Y F - 74 LY Y (Edmund
Wilson) Mit& 1993 127 v 7 ) » D RENE 2 SR &Eh/ev Sy 2 — -
7w 31 (Matthew J. Bruccoli) 7z, ALY VIiET7 4 vy YV ILL
DTN VALV KREROBKTH DL FETH D, — DTy )i
T4V IN PIIEDOE AL, fiEERAPRFELAEZWAL T
7z The Last Tycoon T» V., $%HIZZD %A FL% The Love of the Last
Tycoon: A Western & T\ 5%,

ZZTDODRDBENERTEE 20, £9 7 4LV VUL, HOFHH
DM > TOB72DI/NEE LTORKELRE N, L L, Ol ¢F
EELTOMHE 5720, 749 Y P 2T FOBRILZAFE 3R
2OTEEVNPEVIHRHE D 572 L —HDO Ty TYRIEE ) Y FOLE
TABEEL FEOBRKICEFETHSLIEEHIELZEDTH D, 6124
LY VIROBRAREM S FTIE S h T3, LA L, ZOME, 7y 3K
T 4 LY VRRIZHANR TN E L TORKIEMENEED 5% 250,

F72.44 PLICBIL TS, 7y 2 V1%, The Last Tycoon 137 4 vV ¥ x
FIURERAPS —E LM EINTOENWE LTEHEL TS, Tk
EMZEOWIRME HFE 0 R0, K EFEBIEZY 4 LY VIREBIRT 2 1 &
LT, 2022 R [RBEOKRE] #HRLTWEH,. 20 [RFEICITET S
EbhroTNTE ] T EHENEDHRT, Ty VROLA ML
X TEZERLINY Yy FOBBMEO 4 4 MLEEbEs] (309) LT
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@) (92 - 242 — ) T

— b 25 [FZ2M] A

HFLTWS, £/, 20204F127 v 7)) v VREERAE U 2HIER &2 i L
7z LRfES . 2024 PUE [7 A2 - 240 =] LLTW5,

PLE, ZODMIZOWTRTE 2R, £ F20VA WA LREITRS &S
7o 72720 BOBETHAZOERIIKRTETH LY L. ZhidthosnwZ eT
BB, MFICES>THERTZEEOTIE LRV, AT E S 5 &8I0 15
FIALEND 2 LlThd, SUFHET AN U, WA TV Y 3 b

MEEyany VIREBEAZEIBE LT, ZO5HART EEF T TS,
Ty 3 MUEEEE VNS U CEREICII B R B 5 LS, T4 LY
Y OMHEIZIE, AEMESR@GIEBPROENDZE0D, [ZZICEIHKT 4 v
VI FIZHTEIT ALY VORI EBEENECENS L. ZOENTZ/N
BICBAEPTEEDT T, DL TEZLDHMEDFICLEHSTE LWV, £
DEAM A FHAR S TE SV EWSANZE (£ L TLENL) B
Lohsd] (310) LLTW3, 2% 0, K LiZZOARITERRE % 3 L C
WBEDE, WREE LTI TNy I RAEFRHTRZEINE LRGNV, T 4
VYT MERORFEDOERETH 2HEHE L UL, FXROMAIZHI Z 5
5o, BNERMEELESADY ALY v ON—D 3 VICERE EIF720,

w4»yyi%®FFXJT ZOERIZATORETH O A5, [WEE

Emﬁﬂf;h%%d D, Ax =Ly NIRLTEV T T4 —%
L/OVPDEK“C(%%J U EN5TW3] (“the story should have already so
much power and the character of Stahr emerge With so much intensity
and reality,” ix) &, [7 AV HIZET HMHEEEDN, N PREED & g X
L MEICREE S N, SN E S 5T F?VTKéhTL‘%)J (“The moving-
picture business in America has here been observed at a close range,
studied with a careful attention and dramatized with a sharp wit,” x) K%
BRI LTWD, MEPIZ [FZ0 - 242 =V] IV Dy FEEARE LN
SO E R fERTH 5,

ZOONN=Y g VIZiE3MA S RUTHEY B B T L IFHEFELEN, FEHEIME
DEEEMIZEZ 20D, T4 v YV 2T RHBZOMESTH % X 72
DolzDPENIHIRKRIN B TH D, WHFD/N—Y 3 VTl L 22FEDR
X, 77—~ & SUICEEZ, ZOFEMOHEMELZHIEL 20, KEEH45, ¢

TIEEE>TO AL YTy FOEFIZT 4 v Y Y 2 T FLEORM %
HWZ LT EZN,



[CL/AE '

T4y TN NI EORNEEEAMA S 4 FHTD 1936 F12 [k
(The Crack-Up) =#fE&EN 2 Ty w4 &REK Lz, Thidd 5 EK,
REOHTHALZFED 5 &5 BNETH 5, [RIFZMMIFEORHS IS 20
2, WEHDY 795 =B 720, IKOVEMmEEICLE > T LLED
ffiv EiEdH 5| (the cracked plate ... will not be brought out for company,
but it will do to hold crackers late at night or to go into the ice box under
left-overs...., 145) W5 D7, ZhaHELIIZE»E D DBKRHPILES 5
72ThHA5, LrL, ZOHIENZOIERORKDOBIITH 5,

ZABIRMON, WEH ) TN =TTy FOMT, 749 YV
TN FRBBREDONERDLS>TIOKRIE 7 AL - 240 —v] 1A,
BOZIZIT@ENY Ty FTITY y TROTFTLZA P ELTHERBLEY —
J - 'L 7 & (Sheilah Graham, 1904-1988) &5 &PEnifh i, ks
N ATz, L L, BREEDRSEOSRITEFO—RE72L D fE5
DREKERZZE L, EEPBICLTZOMELESTLE -7, 25LT
[V —1b - F¥vy YUY —] (The Great Gatsby, 1925) A EIEMIZK 5134
TdHh 728 DIFKRTEITHKED > 72,

ZOfEmp S HANNS T =ik, ) Y h— Y KREL B R ET 5T
A4 R2 v BE[RONTOL T A HEHE] THHD. ZZIZT 49 YV
TN EDIRADT =< TH57 A HZI\) 5 A EE BEREE (22T
BEARRK D) BiEEE TS, 2hid. 52 TEHL [Fv—1F - ¥y
V=] ISR ENICHir N TWE T -V 72,

WEEBDEN) Ty FET AV AONFHELTIRAS I LN TE S, £
CCREAEINSIHMALEREINTANKEE 525720 THL. ANLIZEE5E
AEHFELTRIEBL TS 20, RPN TEARRERIZ L > T2 oML X
Nt Zkkhks,

s, Z<OBLNELIL VY ALBIZL>THALGR TV, 72
FEA L7218 0 T ZOIPRDOREES B 572 211, £ 2137 40 Atk
ZUIBTET7Y A E—WfFETH 524 Y N7 BB B T
2o TOAXYRTHE A4 —FXZOHBEEORT, HOEAEYIDHE,
EHL L TRINEWRDI-HRERE D XAV TH D, 72 DODERZTH B8y
e 7V A45F 4 — (Pat Brady) &7 ALY FRET7 XY HIZE>TEH
2o DED, ZZ LMk TRAVAMBRICE T LA /)T 4 —-Th b,
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[minsc) 72 b - 542 —>] PR

[ZV—=Vb] 5[]

IDAAL VAN =AIZBHBL TOEW_AD AN Z 2 VF E8h LT
W3,

28— DENIHEP TN 5 72 AFFEBT 250, mBIFBRINESREZNZ 5 Z
Lehb, ZTOZLEWEEOHETT TIZIRO2Eh T3, i 5
TUT a—%—Dv=— - a2Y4—"Y (Manny Schwartze) iZ. A& —IC
HLT [LonbHLTEAZE! RCEZhBDbL2ED7Z] (“.. let me
warn you once again look out! I know,” 16) &5 NEDFMAE KR L THR
TEB, ZO [BOKA] (“Your friend,” 16) & L THOEEIZ, 24 —idwn
FTHMEEDZ Il 0 ZEERBIKL TS, BRI [ #H]
(“a fighter,” 15) 7Zo7=h 567, KEAKNE FIZLANL &, mEIZIEZZ
DIEEEBHON TN 2 —DFIZIZT A ) HOEORBASR TS, 2D
JHANE, #0WTH, 72 AT B AR & B E 2=,

VFBEOHHETHRZIKD AL TWEED018E5 —Db b, THIZEHRE,
EEOERETY 2 - Ry 7 AR 6N TL 5D, Lost & Gone? &
EMHEORE 25—V vy, 5% TEEL. ThoEMrn [Lbh]
T [ B E->T] LES7RZEERELTWS, DT E L HROFHKE
FELI LTS L) TWT, FIZEFEICKRZAZEREZ/FO>Z4 ML TH B,
KbONTLESED, HINFERDLATHL EDLIEIMZEA S 2, EAA
DEVE— - 2 =13 %Ek>TLEIDEA I 2 WEZOM»IZ [k
FTHELZENWS ZEBDES D h,

I

Era— - 2X2—1FF) Ly MEEDA a2 (Iecarus) #Eb¥ 3, KXk
LRENDOHENPRA I N TSI 672, 4 v 2k, I THEHD -H#IZX >
THHIZRHA T 288121852, KIGICBOE L3 22 -0I2Bi(h w0 T %
o, BELTHENAZ S, ZNIABOBIS X A8 20858 LTHIS
NTVB0, ABPAREEBERE S > THID TRERALZ E WD [ ]
OPIFEE L TEMABZENTESL, ZOB%EOMIRITI A 21248 TEF 5,

[0 242 —=V] BEEBLSHY) T+ L= T NOFRITHED BN IE F
0. RBRERITEERLTRD 2308 (TE) 2oz, DD, [FH] (flight)
EVNITF =, ZO [RITDA A=V BA IO XZDEDE, 212
FHOF BB, 749V VI L FOERAERTE, ¥y YE—L 2
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[CL/AE '

A =13, [#EIERe & L) (Tender Is the Night, 1934) OF 4 v 27 - &4
% 7 — (Dick Diver) ZHHRT B L VWIFETH S, 2% 0. EHE» 5%
ANDBEEWDBDE, HATREDEEEFTLERALALZEZAT, b—u—7251F
AABZADEIICEFELTLE S, ZHUIHED,

HTIC AL —ICY 5 ARG B B,

He had flown up very high to see, on strong wings, when he was
young. And while he was up there he had looked on all the
kingdoms, with the kind of eyes that can stare straight into the
sun. Beating his wings tenaciously—finally frantically—and
keeping on beating them, he had stayed up there longer than
most of us, and then, remembering all he had seen from his great
height of how things were, he had settled gradually to earth.
(20)

HEE U243 [KPigEoF CRMAS L8 TE2TOATL
EDEA»L [FEORTERE L], 2L T [Wwo< D&M RIZED -
7olo BRITA Hu 2 EidEn, WMEICET 5,

ZOZENOYEIZ [/ =1 EAHE)] (“NOTES”) O [FRITIEDIK]
(“Airplane Trip”) OEHIZ &BH; L T\ E—— [ %321 B E D il 7=
WIZ, YAy POHIZNWE WS FADOEGDE | (“My blue dream of
being in a basket like a kite held by a rope against the wind,” 162), Z#H
FELS BN ERSTEPS TRERBAT AL —DA X —=VIZUED LA
TWb, /2. 20 “against the wind” i [’V —F - v V-] OR#E
DWW R » 7= “against the current,” (141) [RAUIW S 5 TJ) %A
XHB, TIEZO [HWE] &,

“blue” 1243 [ F D MHEBFFTH W FIAAD L] Lo 72EIRA & 5 725,
ZOFKRTIENY - FHR—THNEE,PE LNV, ZENL6IEELEDTH >
T, LT 2 2B ZORETH S, 2FDEORAZLMETWE I L
2% 5,

oz, ML [7—b (HAEZ)] oz, [BFEE2MELT HEoF
BEPHOILS > TS0 % L2 0FFRMZ. GReko T, 2%



— b 25 [FZ2M] A

[&mims] 72 b -

HOOMEIT % | (“It’s fun to stretch and see the blue heavens spreading
once more, spreading azure thighs for adventure,” 162) & W) 525 5,
ZZTREWELERP DAL ->T D,

ZD “blue” DA XA =V [FrYE—-JIctWoN5. D TFO=y s -Fv
7% x4 (Nick Carraway) (FH % 2 R#FEOE, WIFOBO LIZEET,
(o X BIHEHA] (“the old unknown world,” 141) & F v ¥ =2l
WeELAERADE S, HTEVEDD ERT.R-,EDI LT [ZDHA4
& U722 ] (“this blue lawn,” 141) IZEBEL 22072 & = v 2 1ZEBLICTES .
ZZTO [HALELEEZH] i3, §5ALDEZATORARLZT v Y
E—DBORMTH D, 7277, FrYE—-—EFZha§yTiolindtnL s>
TLESTOWAZLIZR DN BN 5T=DTh b,

74 VY7 FIRNROE y P A RERIICE RICHD i&)é%(i’i’
HBZEenH DN, IS KU Gone & Lost N UELY 5 55
“blue” D& A LB DN=EERHEATL T B,

I turned the dial and got either Gone or Lost—there were good
songs that year. The music was getting better again. When I was
young during the depression, it wasn’t so hot, and the best
numbers were from the twenties, like Benny Goodman playing
Blue Heaven or Paul Whiteman with When Day Is Done. There
were only the bands to listen to. (69)

ZITTVAT 4 —DIROEY )7 (Cecelia) & [HKiltalidAA % 20
FERDEDE] EFW, ZOHIZ Blue Heaven * #ZF TWAD7=, XDIF
%V BGM MIFAETIE D B4, ZDHA FLOD “blue” &7 4 » Y P2 T F

D “blue dream” &BIFRL T 5, Z O/NSORRE I 30 EACHIZDORE
Th 20, KEEOAWERDOERIIAAZ T, 20 FROE D& o7zbt
VTRV, TOHHERTS /-5 REILL{EoTEREE T3,
RBFE AT, ZOHTO 20 -1 D Blue Heaven % f¥Alli L. Rtk i
Gone X Lost NeZEbHo>THW DI THb, 2FD, 24 —I12& 5T, A
A 20 421X “Dlue heaven” #FIZ§ 5 Z LA TE A, 30 F-RIZAD
R ZED > T ZEEFRL TS,



[CL/AE '

Z @ Blue Heaven \Z#b T\ 5 [BLWERLAEK] OfFIE. 74 v YV x
TNEBTIZANDZEDTELRNP 72D, FEOYLL (Zelda) (KM
RO OHRBECERHP TH D, RO T v 7 1 — (Scottie) & HH
DRFDN 72 5 720 FRIGITEENI LN OREZ, £ A%, MEINIZHE L
W74y Y P 2T PR TEERSOIC—ATERLZDZ, T/
MO RIZZOWMBFENTNSEDIIM & & HNEIRLTDH %,

28 —=NZD [ 2ATROILSZEMEINI Ty FThd, Th
X THSDOFTHEZ L 2wmE] Thh., iz 2 [ELZ& 0w, M
ENWEWEREE | 215507 (“his feeling certainly of coming home to an
empire of his own—an empire he has made,” 135) .

I would rather think that in a “long shot” he saw a new way of
measuring our jerky hopes and graceful rogueries and awkward
sorrows, and that he came here from choice to be with us to the
end. Like the plane coming down into the Glendale airport, into

the warm darkness. (20)

ZEDEHAD M EO AN O [EER 5 HHEP., B LWEREP, 287
ELWELA] 22 H 72 HEER DT 72, ORI 5 ORET % FHATH
A TWS, /2, 22T [uvyryay b GEEL)] &) MusiffE
AN TWAREZAEWWIZENY) 7y F 5 LW,

[OLDODWRMAERRT 2L &, ThEBSMRAEATHRIZIEZ -2 R
] (“You choose some one way for no reason at all,” 19) & 24 —35 5,
ZFhux [EB] (“perception”) 124 250w ) 777, TFEEZH %2 EH
TERMNEEGLTED, vy ay b ] ORES. DD MO LS &hE
HEH->Tnws, EETERL AN, Ha25D7E, 24 —1FKLEH
HIEZTTOBWA, [&9DEIZ, AUKRIEOBBIORE 2 el 7 > TRk
L. FEAEHEE DO TT T VAN & B 2 A AN TV 2] (“he had a
long time ago run ahead through trackless wastes of perception into fields
where very few men were able to follow him,” 17-18) ®7=, Z® [[EE ]
BT AREIIF v Y E—IC8EL 28D TH S, Hiid [TAEDNL D2
ORFIZHNT T, Pz LHEZEDE LI LD TER L ETF SN



[minsc) 72 b - 542 —>] PR

[ZV—=Vb] 5[]

i > T7z] (“some heightened sensitivity to the promises of
life,” 6), Z#4Ud [~ A NHENZZIGINIKE 5 2RI S A RIET 5
Fadrar] #1832 EDTH 72 (“one of those intricate machines
that register earthquakes ten thousand miles away,” 6)., ¥ v ¥ —IZfif
botz [EEFFINZEME] 3. 22 —0 [EHE LEFAEOEDTHO . [
LONTITIT AWK EWnHDE _AOMEHTH 5,

EHIT. AN E S A 1927 D F v — L X+ 1) ¥ F73—2" (Charles
Lindberg, 1902-1974) OE#ENEV I N5, Vv X - T4 DIXBR L
MU S SEEEMNEI R Z 572, ZAZh, VY FN=2L0nd R
TR RVG PR PETRIT 2 R L7z, ZOKT7 4 9P 2 I NIK[ Vv
24 VDI 77E%] (“Echoes of the Jazz Age,” 1931) LT 51T v ¥ 112,
ZOHKSEZ [2DTOT XY HDORROF | ICHRAADLELES S AL [Z
I, BERNTZE 7200 ERONEZEEHEPEO TS, [1ER5
7 X HADMIERY iz gay 54 7ERBLEDE 572, Zhid,
SWEZAUL, W EFRIRZS 2w ZEI2h 5,

In the spring of 27, something bright and alien flashed across
the sky. A young Minnesotan who seemed to have had nothing to
do with his generation did a heroic thing, and for a moment
people set down their glasses in country clubs and speakeasies
and thought of their old best dreams. Maybe there was a way out
by flying, maybe our restless blood could find frontiers in the
illimitable air. But by that time we were all pretty well

committed; and the Jazz Age continued; we would all have one
more. (136)

[HAEE] DIBED 7 4 vy P 250 Fid, FXICZOREFRICAFSETH 72
IEWEW, IR L 22K 6 B AE 2T T, RBERIZ &MY T B EM
HEEIZHLLTWAEDE, £y vybE—nk3I2, WETRIA%XE-> TEE
BITERWEERIZGEZS ELDE, 24 —1%, ZTOZRIZHD, Lok
FAERELZET, U EICBEY CE 2, BITERLEZEIIC, ZOES
FRITHEOSGIRNC M E 0. RBERITEFRCCTREAMAC 250722572, ¥ v



[CL/AE '

VE—DBEEEZIRNZEDFO=y 7 - Fr T oA 3m%IC [HHIE
oL EA9] (“tomorrow we will run faster,” 141) %5, Zo [iE
5] AX=DIE, A4—D [RE] 4 A=V NEFHFEL TN,

L2 L., RITHEOEIIZ 4 —DEERNTLE -7z, [H=8=Hh=RIT
Bl LI HXIOHRT, BOBFIME &, Z L THEh T, ZhidA
HBZDEH, IEIBRKL72D72A5 2, DFDHIIKBISEDET
ElbWHZLhDEAI», B LEIZE LS ZOKEE I A,

ZZTROWHERZ20M8 7 4 v YV 2T RO FEOMLU ]
(“Absolution,” 1924) 7, ZOHTY 27 + — Y (Shwartz) LA E %<
BHHEILFILT - 35— (Rudolph Miller) I2%EHE 42 NE L, KBGISED X
TEZZ &_Aﬁbfwé T DI DG E T 5, WS D&% §
b, ZLUT, BRI 57220 d 20 M, 22 TIETRNTHRES X
5HoTWB M, [ELIZH->TidA 5] (“don’t get up close” ) & %4
T5, PULHEEAZES ESICEET2OTH S, LS [§LZEARIE
LS, BHIAZ ISR TOE, Z22R8EETFE NDEREZTZ] (N
you do you'll only feel the heat and the sweat and the life”) %572 &, A%
DROOP S BLOFHIITRN 2RSS, PHRIEZHMEFET 5, [R-oE0
DHPIZBNINTW B0 EozAz, &, EIMIC, BETEIVE
HHEVLSSVE SR L M2h, MRS IBERES b2 A LMFEL TS
A7Z], TRISEDETEDS ], ZhED2F0D T M A4 —, HH NI~V A
VT4 —E XAV Z M) —AOPIZIEARENENS ZEICHYT S,

[Rudolph] sat there, half terrified, his beautiful eyes open wide
and staring at Father Schwartz. But underneath his terror he felt
that his own inner convictions were confirmed. There was
something ineffably gorgeous somewhere that had nothing to do
with God. (92)

DL, T4y YV 2TV E | #fEo08, [HE] 2 Lmbk

IZRDD TN, ZZIZT A WA EOEENRR LS, ZAZ—DOF7 XY Hth
SANOHNI [ %D | BEUR PR > 72D 7=,



[man] [9 2+ - 242 —2] [HHEE [ZVv—1t] 5 [FZ2F] A~
11

[ZZ2b 24207 —=v] 3 &< UCHIHBEROTE N 2 M5 €0 — -
2B =) NMOBENEHRTEZAELNTNS, ZOFEANATME ]
ERXHM-GMOTOTF 2 —H%—, 7—9 4 Y27 H)L/)N—2 (Irving
Thalberg, 1899-1936) #EF ML & LT\ 5, MmO ZIIICiEE L. [ K
F44.] (The Boy Wonder) &FHIN 7z AMZR, Evu— - 24 —3F &
WZHAN=TZDEDTH D, ~Aid e SITERISKININOBEE A, Z L
THHEL T D, TOMINEZEINFEL XKL X H 5,

PN =R K OHEE., X 5ICEEZX 2 9 T OEEIZEWTEN
Fliz L., SNEEE B T2 ANWZ, ZOMEIEZT 4 v VP 2 T FIZiE
FNTRAZISEN AW, FCYA /)74 -0 EHlo L —a—12fh
ATV, V=T - VLT A ZAA—E T4y YTV 2T RIZES
T [ EHEINEL—u—] (“most glorified hero”) TH V. [HF D
ZIEDTWERSY ] AIITH 72U T35 (“The writer made this
character everything he would have liked to be himself,” 176)., %7z,
T4V VFAE [/ —F HAEZ)] oficH - OHIR %
HEHOTHBD, 22 TE26EOEETT O T 2% -0 [§i&]
(“shrewdness,” 135) ZidL T\5, L2 L., ZTOMKE & it 3BEIT
MboEREZAIT, T4y Y VI ROBEEBERRS 5 EF 4 5.
i F S [REOKRE (e—u—)] 2o/, BIIREI Ltk —u—3fF
ETE LV E R A T =D7,

EVH— - 24— DRMOFEENIF2Z 572D, ZHEIHEORLETHIC
Hotze T ULERERRTTITRDO AT T T A HIZENT, ki
INEFEELIZORHFNN=TTHD, ZLTAZ =5, £2hiEN
Vo9 NENSETERZZETED S,

24 —ORHMOBERICIHBHUEOBELH 5, THITHEREO T Y
v — (Brimmer) & DRFGHIZEB A T2, [F7EFi] (“labor
troubles,” 41) EWISENFHEL LD > 2R EZPME T 24 -8 5
TiE, RWAEDIHBRTH 5,

Z 4 — I3 —BH T L TEZHD0EE LT, HBICIRFHTIE S 5 5,
—EHORLENLZEAFETH 5, 23 KO, FRMAOMHEFER 220 %
FHRHMHT Tz, ZORBIEF vy Y E—IZE8 8 TEE S, HHDH 725
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WEAKMEL TS EREFL, 6 EI3RABRIZHE EEZ TN, V1)
ERBIZE LT, [ DERIZFICRL T3] & X T, L
THBOHEMENT WS RE LR > T, 7272, 200205 T
WB EFECTWW=DA,

“I never thought,” he said, “that I had more brains than a
writer has. But I always thought that his brains belonged to me—
because I knew how to use them. Like the Romans—I've heard
that they never invented things but they knew what to do with
them. Do you see? I don’t say it’s right. But it’s the way I've
always felt—since I was a boy.” (125)

IEFEBDEN ST > & Z XU T E 2, 10014 6 TN TEH - 7225,
ST S IX T RADEIS ] (“an adult conflict,” 126) DHIZG A E T\ 5,
Z ZIIE B IR A g gid s < s 5Tz,

VU7 6lEE2E0. BHEICHAMTEVWZ L —E, BOPEETWSEH
W25 D [¥ 2T 4] (“the system,” 122) B{ERT 5 EFE T2, H
i [HIZIE LW (“Stahr must be right always, not most of the time, but
always”) &f5 C 203, ORI 2 AAN TS 2D &5 72, E[EE
] #5935 AW (“The oracle had spoken”) & L Cifird, 7 ZIZI35EM
REGRHNA VAR L 5T, £ ThROE, [HKIZ S —D X 512w
503 ERIELTLE S| (“the structure would melt down like gradual
butter,” 56) . XHG A [#—K7Z] (“IT'm the unity,” 58) &\ K% R
LT\, L2L, HOPIERELEDLDID T\,

P A HREFE RN D 2 & THIZHER SN Twd &I B AE RO Z 4 —
F B EREORMEE LTOY Y —ViflzohTng, Zhid#HEH
DFYIVUE—=—DPELT XL F2 LV EELTORY Iy IV - TFTU DY
(Benjamin Franklin,1706-1790) %#EFTMIZL T2 Z &IZ8DHD 5 H,
T4 YV 2T N FPRANEEINPREDEETHE L2l TS —
[ChiEBZHMAPEETVEIBITIEEIK-TL BT LB A0, 555F
cTuvyFyrkEmENOWREEIZLR S| (“It is an escape into a lavish,

romantic past that perhaps will not come again into our time,” 141) , % ®
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@) (92 - 242 — ) T

HETE, 3 E T [tk OfiHEkDz,
ZOWEEERIHKEODLDOMN, Fv ZY -V 4—7 (Kathleen
Moore) W) LHDFALTH b, HLHIZA L —DLEEFEIF - TA T4 R
(Minna Davis) I2Z>< DO&EWETHD., 24 97]‘“@1%5’*&ﬁ75:ﬁ75‘(7\ z
DHBESGNINTERS LTHELEDTFIZEHIRKHESI ZLiIThd L0
BWES, TRIEIEY XAy 0Uuv V2L NWHE5—D2DF Ty FFEHR,
ADEDOLHIE D % DI S BERENZ,

Stahr’s eyes and Kathleen’s met and tangled. For an instant
they made love as no one ever dares to do after. Their glance was
slower than an embrace, more urgent than a call. (64)
(Z4—DHEF v 2) —VOHB®ME- EHEV, 2L THEAR >
7zo —~BRDBNE_ANOHRBIEOIBIZKAL, #edLiZihoT
Mo, TABZERETETERVEI BRD AT, ~AORR
BHHE D 20> DIFE AT, ZLTELEBIHELDEE S E
BOEDE ST,

LALZNEHL ETEMEEABOIRZS ET2ELWVITAICTET, B
FEh S ENTEER T 5,

YIREOHUHEP SGHENRZ D, ZhRE > TREOFIEE RS>
%%mw&é%5$¥20—78ﬁ252&&ﬁ50Z@W%'EHT\%

BRI T HEEL T 774 - >T0b, BILEELINTRRIZL ST,
WEPEED E VI BREIR, TIN5 24 —DHGHAARELEboTN T L
ERRLTW5,

FHNEHFRDOKELEZDLYHTH 572, A X —1FHINWib =50 E LT
Wi Tns 7T, [WHEEHRD | 1Z5 TEBIIZES EhoTnz, %
SITHUE DR S EMMRALOIFREZREL T EH, TR T ABHIIHD D
WS LEDLNBTHETHD., [EFBORED—AN] 2572072, ZTD
“prince” | “tycoon” D[RIFFEE LT A D T LN TE, T F D HHI
Tdh 5 “Stahr” =L X3 “star” L BEFETH %,

He spoke and waved back as the people streamed by in the
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darkness, looking, I suppose, a little like the Emperor and the
0Old Guard. There is no world so but it has its heroes, and Stahr
was the hero. Most of these men had been here a long time—
through the beginnings and the great upset, when sound came,
and the three years of depression, he had seen that no harm came
to them. The old loyalties were trembling now, there were clay
feet everywhere; but still he was their man, the last of the
princes. And their greeting was a sort of low cheer as they went
by. (27)

2O L7 TE A4 — I HENDRIOEE Thr o7, 58 [/
1§ LM ENT T 2B 25 G0 | AR &b T s, 2 [k
N HRAD] JfETDH > 72 (“he cherished the parvenu’s passionate
loyalty to an imaginary past,” 118), &5 LT&MEMMEDEDEL B Z
Nt A SNT, FireBiFROWPICTEL ZENTE AR 572D7,

ZOEMDEETH BT A ) D 30 FMROFE LT, Mg h
DREANDBEERET NS, THIEA L —2HIET [EO S |
(“quality picture, 48) & iZ—#A#MHT 5 & D72, REIKRD S L DITHT L
L LEDOXTH B LTRSS T &7, o NBEE LIRS
FDEDTH 57,

T AN A DOAFERE D F NN — b - LT A (Gilbert Seldes, 1893-
1970) & Z DR SALOBEBERIZE L T e 2 B8 AR L Tz, 20 4
RICEFE LT — - ANF v —DREMAEWZ 722, Zh 30 £R02135
EN—MRICECEDERDD LI h -T2, A TERZIENTE L
BTV 7207, ZTRIZEARIZE > TdE XITHHA T, BHED R
EIMIET A2 2 E TARRBIIME TS LI IZh > T 2DE 572, Z DfEIE
ZOBLETETHH I > T oz, T XITHERRE SR L LKESE
. KEMHEDOKTH 5,

\Y
M EEBIIE YO — - 24 1200, [RBIZIZAT DA TNOTE
----- ] OPTEry Y- L AR SERD LS IZH LT3,



V&@RsC] [9 2 b - 24 2 —>] FifsE [V —1] 25 [FZ ] A
2EYRDNL DB E R L WZER EZT T T Z DR
12, 2AFYRT AV I ANERITFS e —u—L L/hgid—E< I
TALTVE (AU w2) RIERDT 4 v YV xI ) FHA—3F
L ENHIDF - FTORABRBIDOZ & 77, -oeee Frvbe—i3, g
HOBLWEROWS (F7 - K94 L) Fofzh, ThERUR
EOERSVZEWT, 70V 2 208 Lnwasyy ARENSGDE
vi— - Ax—FFEl, TAVIMMZDOIELALER TEISENEZ
AMBREWVENRSTEZb—u—Th3, Ho5I1ZHGV0LED, FHO
EODTIROREE & Z5HIZD U Epd 5 T, &5 id iz k< fift
e LE8nbD, WOLBndD, ThEEH LT, F-51L<56
WIZEFIZHEED TS DI ER, HEHNTTOELHLLIH S
—ADLHIZL -2 DEF L. 2L TZOEFEDBINEDOW X2,
o IIRBICYEN LA N Z 5 Z L2k 5, TOMEEDREE
CotildO037 49y VI FOEHILIRELL., ZLTH
iz, (313)

FyYE—DEAIE, T4 V-0 EIBIROLMEITEDZ 5 & LTk
WENZ S, D0, KBBICEDZ &L THE PSR TLE SR, BEDE
CWHRITEEBAANE S E L TRILAZD7Z, A 7 e 20HFHINZ Z
Zbhb, —H. A4 —DEHIE. BENOPELF Y 2 ) -V ER—-HL 7
EZAIZKMDIERA B > 72, fEDITH ZMEREHOL Y F o —HOkh
U DI S TV AR ERYICHZE WS DY, F X2 (gl 2R
TWBZLEDORME., HRFZEIRBEDEDTIEE W,

They were alone and on too slim a basis for what had passed
already. They existed nowhere. His world seemed far away—she
had no world at all except the idol’s head, the half open door. (65)

Ao TWBDIE, BRISEEDE DL ST-MAETH D BRI S
DEGITE B IZRAFAEL TR,

WEOBFIZT E Vi Lld, BRRFICL THOF2~ SR Th->TLE -
72 (“in an instant she had slipped away from him”), ZLT% 5 & & [d



[CL/AE '

CHEEIZEE D BE A WEHADTH > 72 (“the moment was played out”) .
FyraY—viPh Uil 22 -3 [REELIVE] (“curious
loneliness”) #$a<, [HWFA] (“old hurt,” 66) k> TE /D=, 20D
EIZAZ —DBENDYPED, F v 2 - EDOBRERHEIZOEN 5T
W3, ZLT, ZOHDBENOHEBIFTEMADEIEE WD Hiz LD
FRICHEHT S MRELS>TLEHI D,

FEL 2L TV 9V a XY PENIAAL VY AN) =LTIFEL, 70V
T4 TREDOHTH B 7 ) 7+ L=TIZED 572 2 4 — 13— 13RI % X
W7z, ZTORBWTEBIEABICEA2bEIC, BaicdEs fradHIEL 72,
L2 U, SEIIARRUCORER, Bz adi@#H 0/ 80 =352 L1tk 5,
B AED FF7-MEEE2ADS, 2000 FIo s O3 EE =512k -
THITEOR 5T, BE & WS REDIBIEE X 721k 720, 5%
XZDRETH 2T EICHMNZEDLDRA T NI DIEFHA L S KA LGS
Thb,

22T [MEAL & THF] ORXIBEAICZE 5T %5, O DOFIEHR
T %, BEOMFIIEHAOF A BT 25 Cida <. HETEERLH
EENBLENIHIRE, T4 9V V2T N FDKD BNFHRZZHIEIN) T 9 F
TEHAEIPRVMERTIE AL B->TLE S, ZRI/NFITEADHF 2223,
TR DAL F I ER R G 577, ZORD FIZH AL ERIGHE
frEh, FREDAMTHEIZEDYE S, [VATLEZIFTANT, HlE%E LA
WABITHIUL, FEZ ST EDEV, WoHIZRTZMEET, 0D
DTATFTIZD726%] 50TH 5,

“Anybody that’ll accept the system and stay decently sober—
we have all sorts of people—disappointed poets, one-hit
playwrights—college girls—we put them on an idea in pairs, and
if it slows down, we put two more writers working behind them.
I've had as many as three pairs working independently on the

same idea.” (58)

MRE DT & 7 5 DIER DR TR A0, ZHdRd 0 HEEEEZ &0 S
ZL7
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LT ZIE, H- G- 72X (H. G Wells, 1866-1946) »* [WrEiZZh
FCTREMALGEMBRELD 557255 ] LPE LT LICBEL T,
[FEAICHRFIIRIG S5 LWEMT Tl ® 5 7208, ZHUHEETIALDIZE AL
DIAY TR % 5% L Tid W2 > 72| (“The movies were indeed ‘the lovely
art’ but few who worked in it really loved it,” 85) &> TW5, ThI %
NEJIIMBEFEREDOFEETHD, ThetUs0rEra— - 247257
LS T e, DFED, IE (EAEEES] ZerdFEhdn. 22 TH
SARIZBZNEBEF I N AV E VNS FIEPFEL T 2T &IiZh b, TOR
RCMEPESII R L 3 7 A ) A B DX E 57D TH B,

1930 U I AT 2 ] Kb 3, HELTS<NhD [K*] IZH
ZINT 2 EARTERME VR L 72, HETIRIEBTE AW L2 mETHRL
BT 7228 =720, GEEREACDOHHMATH 2EARK (BART®H) 117
SFEMHENS, 16 0HIKIIFREEGL 2L THD., A4 —DHEYT [H
D ENOBRE | ITIZEIRA 0, T 4 Y Y 2 T FORIZIE. 24—k
VATV A T4 —ICERENLEHEE D -7k DI, KORKDOT O Y
T 4 TNOBE»N TS,

T4 YHFXTHRML TS K12, 2213 [ir5iiE THERIC
HMAAEN TS ] BV XAV TlEdH > 720 (“inextricably involved with
an industry of which he has been one of the creators,” x). #%IZ&f#HF 7=
T <. BEDOBIZE ZEDD E2Ri-> Tz, THIIMEESEE T A ) 7
OREW AT B e 52672, 24 —I13HSGOHIEd iz >
WTCTZHiRDE—— [ TR, RAITBREREM>TEE Lz, A%
A% D% T A 5R 2 RSO T E 4, FxDROOFEFE & LTk
FHUHFTIUT O, ZRICESTHLOLWBIRZTFICANDS Z ENTESLT
L X 9] (“For two years we've played safe,” ... “It’s time we made a picture
that’ll lose some money. Write it off as good will—this’ll bring in new
customers”) . HRTEEM LT TEHEDOROMEZIES Z L ITITEE?H 5.
Zhug (#2228 (“a certain duty to the public’) T 5. Flit
EIFBMED H NI [HRAERE RS SWIFDAZEELDE., Hikd 5
Z L] (“It’s a good thing for the production schedule to slip in a picture
thatll lose money,” 48) &5 & % 72,

HE3evx 27 rns, YLOHNTFA2HETHRADE ST L A5 0D
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“What’s your work?” the negro asked Stahr.

“I work for the pictures.”

“Oh.” After a moment he added, “I never go to movies.”
“Why not?” asked Stahr sharply.

“There’s no profit. I never let my children go.” (92)

ZOEANZTZ~Y v (Ralph Waldo Emerson, 1803-1882) #Fitr& v
NPI¢, B3 frhranl, bt Reonbns, Mfi» 54525
%)0) ML NN HIDE, & —| iﬁﬁ?ﬁ”’ﬁ@i(fﬁ%@@%éﬁﬁﬂ’c‘#’L

A Sk otz ThEBICE T H2MNIZEED 6 h 5 g

By&ﬁ’frﬂibii F-nWEB5DTH 72, UL, HOBITEIR A FEHR IS
bdIlllhd, ZITENTIELARVDOHN, BALWSI YL /)T 4 —
ICEBEA A LNEEHAHDE TR HTH 5,

EAOD%G I BENOTHEEEZT AL =D, IV EFy 2 —

ik, B ZORERC K 5T [N AEE ] 5% (“momentary blues”)
ICBbLNAZZE2EAL, MerthE B As5 &35, LALKIETZS
SO, [6II s HEGDOME A H %5 A 7] (“They have pictures of their
own,” 93), ZHUIH 2B OESMED S OMRIZE TIIEThan
ZLER %waéa%ﬁfé EBTELDN, WTFRIZLTEZE =0T
DEADHKSEER/MNZIZTIED TWE Z LidiEr7E, ThidtioBALSB L
H53725 & D HWEITH72H B0 5 2 OBER R & BT 721872 5 72,

Fr 2V —VERNTRHELZEKE, 24 —IZIZBAOSENFZEHLOD
Lhoo>Thiz, ZORAOREVWEZMENESZ TR S B0 E BN
N6, ThUR, RIEPELTOAEMEDS 5 4 KE44 282k 5,

Since he had spoken, Stahr had thrown four pictures out of his
plans—one that was going into production this week. They were
borderline pictures in point of interest but at least he submitted
the borderline pictures to the negro and found them trash. And
he put back on his list a difficult picture that he had tossed to the
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wolves, to Brady and Marcus and the rest, to get his way on
something else. He rescued it for the negro man. (95)

ZLT, AZ—E I 71EMAE ) 2 MZRTOEN, ZO#EH|
WBHDEANIIREDLEVWIHHETIT>TWBEDE, 2 -flETHE -7
— ANDEANZTELNWD, ZOHENZRZIKRZLEEDNDH 5,

ZOXIZZOEHTE, 24YROE YT — - ZX—DAELT, T4
LTV ER, ZLTERAZE LoD ELRENLGZ 6N THED2, B
DT 49V IAFRIE, THLTT A Sz 3Kk 5 0N
DR E S E LT, TAETALT Y FRELTHESDNIKD T X 72¢
6L BDTH 7, WEHIZT A ) AR L 7= 5 AFEE R
DEEENTERLETCE =25 TH 5,

v

[ZV—1bF - FryybE—=], ZLTCID [FAbL 247 —=V] EVSES
APDICRT 3L, Evu— - 24 —0S5 \WE [RBEOKE] LT
MZHE L2749 YV N PEARREELS PEL T LIRS,
ZOERITT A ) W& L TEWHE A H TR L T\ 2072, #iD5E%.
TA)HIEEREFZLD L LD, ZOh T AREN R SR IZ S &
R h gy, ZLT, gL A->Tnw5s, ZABIRNR
T4V I EFREFELTNEDE,

W R IRRETR . 7 4 v YV 2 T FOMIEER#L . [/ —F (A Ex]
OHIZ, TRITHEFIROBEBOP 2 LR A ENDE A4 —Dr — A & - 72D
DLEZDHREIZF I NS LW RENEZFRSNW TS, 2 Z2I2iEfo 'R
WEME] MEiAaEI S, DD, ZhERICHILEZ=y 2 F v Ty 2 A4 D [
HiZd o< EALI | LV EWD LS AT EAE S5, LHIT[H
WE] AL THBDE, ZZICEEFRLTHLEEBETTOARNT &5
AHNDE, MICHEEZR OO ENL S, TBEEMRITL TS, 775
DEWNEENREN 5D/,

Mil] 2252 LE2EHWEY 24 - Fy Y E—F [Fv—1] BfiETH-
Joo BvUE— - 24— [ERIC ] 24 XS5 & Lz, 1930 10U &
FRZFI L2 — 0 —BFMAETE LW RICASTOWE, FRIT [F X M]
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BAAEE B >TO o7, HIFF XICA] 24X LS L L RFBEORE]7Z -
72DTHh5,

[MEiFR & L] i, ZHIREREOYEETIE R0, [V —F-Fy
v =] LRk BEOEERIZE22D6T, ZZ2ICB3EAmERH B L
WIRZENT 4 9 Y V2 TN FFERRKOBSITH B, Thid7z& 213,
FRFRDOANI V7Y 24D LS, HEHMITHNEL M EME- 2ERE
ESTWBETH D, CHTHICHBEIIHRLEZ 5 AT E B K0, 714y
VY2 IIN NI EDT & MR LU 1ER T 5 72,

ALY T VT v XRREIOREEE 76 Mk E (2024 425 H 11 H.
R ITAWT, RABADZA FLTHIERELZNBEE2 L0728 DT
H5b,

Eed

1. ALY VIEZOFLT, KREN2MED S Hl L <. PIasi3ss o %
MELH72DTH 2 LML TS, $72, ZOHMET4 vV V27
LR (MR AHED TR L, 77— 2EPIZFHICND 2300, ik
MW ERIERER O T AW EAE%IF T % (“he has assembled
and organized his material and acquired a firm grasp of his theme,
but has not yet brought it finally into focus, ix)

2. Lost i Phil Ohman, Johnny Mercer, Macy O. Teetor fEzil. {ElioD
1936 DK, Gone (& Franz Waxman fE#H. Gus Kahn 1E&D 1936
F-DHK,

3. ZOXRAOIEHE L 2 4 b i “My Blue Heaven” (1927) T. HATIX
[ADEZE] ELTHLEATH S,
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Word Order in the Clauses Introduced by a
Coordinate Conjunction in Zlfric’s Two Major Lives
of Saints: A Case Study'

Daisuke MIYABAYASHI

I. Introduction

Old English has three basic word order patterns: SV..., S...V, and VS
(Mitchell?, Old English Syntax 963). The examples of each presented
below are from Mitchell 963

(1) SV...: Octavianus ricsode lvi wintra (Octavianus ruled for 56

years)

(2) S...V: 7* ba cild on Bethlem ofslaegene waerun (and the
children in Bethlehem were killed)

(3) VS: Her swealt Herodus (Here died Herod)

The difference between the two types of word order (SV... and S...V) is
in the position of the object or complement of the verb; that is, whether
the object/complement follows or precedes the verb. Modern English still
retains the VS word order, as exemplified in the typical there construction

and independent question examples in (4) and (5).
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(4) There was peace.

(5) Does she like tennis?

In (4), the verb is “was” and the subject is “peace™, and in (5), the finite
verb is “Does” and the subject is “she”. Therefore, these sentences are
under the category of the VS word order.

In Old English, when there are adverbs or adverbial phrases in the
first position of a clause, the VS word order is often triggered as well as in
the there constructions® and independent questions. Andrew regards this
syntactical construction (adverbs/adverbials + VS) as a “rule” and labels it
the “demonstrative order” (2). Example (3) is an archetypal instance of
the demonstrative order.

Mitchell concludes that the basic word order observed in the clauses
introduced by a coordinate conjunction in Old English is S...V (963). This
implies that the word order in the clauses introduced by a coordinate
conjunction is similar to that in the subordinate clauses in Old English.
S...V is the typical word order found in Old English subordinate clauses,
and SV... is typical in Old English principal clauses.

However, the clauses introduced by a coordinate conjunction need to
be further distinguished: clauses that contain all syntactical elements,
and clauses that share the subject with the preceding clause’. This study
calls the former Subject-Full And Clauses and the latter Subject-Less And
Clauses. The Modern English illustrations in (6) for the Subject-Full And
Clauses and (7) for the Subject-Less And Clauses have the core points
highlighted in italics.

(6) I like tennis and she does not like it.

(7) I like tennis and play it every day.

To demonstrate that Old English clauses introduced by a coordinate



Word Order in the Clauses Introduced by a Coordinate Conjunction in Alfric’s Two
Major Lives of Saints: A Case Study

conjunction should be divided into the Subject-Full And Clauses and
Subject-Less And Clauses, this study examines the word order traits in
the Subject-Full And Clauses and Subject-Less And Clauses in the two Old
English prose works: the lives of Athelthryth and Swithun, written by
Alfric. Specifically, we focus on the clauses that conform to the SV... or
S...V word order, as the existence of a subject is indispensable in the VS
clauses and the subject is not expressed in the Subject-Less And Clauses®.
Clauses that do not contain O or C are excluded, since the variation
between SV... and S...V depends on the position of O or C . We also ignore
the clauses that conform to the impersonal construction, in which the
syntactical structure contains no nominative subject (Mohlig-Falke 3).
Example (8) is a typical example from Zlfric’s Lives of Athelthryth.

(8) and me is nu gepuht bzt ... (and now methinks that ...) (11.57-
8)

II. Athelthryth, Swithun, ZAlfric, and his Lives of Saints

Athelthryth and Swithun were the most “recent” English saints in
late Anglo-Saxon England (Gretsch 162). Alfric (¢.995 — ¢.1010), who is
considered “the most important writer of Old English religious prose”,
actually saw the burgeoning popularity of the saints all over England
(Magennis and Swan 5). According to Gretsch, their popularity was even
greater than St. Gregory and St. Benedict (162). As a consequence, it can
be assumed that Alfric’s works about the lives of Athelthryth and
Swithun were widely read throughout England.

Alfric’s Lives of Saints (henceforth Lives) includes stories about
Athelthryth and Swithun. The critical edition was edited by Skeat under
the title of Aelfric’s Lives of Saints: Being a Set of Sermons on Saints’ Days
Formerly Observed by the English Church. All subsequent references are
to this edition, and the citation will be mentioned with the name of the
saint and the line number. Because the system is significantly different

from Modern English?, some punctuation in the edition is ignored.



Daisuke MIYABAYASHI

Alfric’s language use, especially in Lives, was the one “to which his
contemporaries were most accustomed” (Corona 188). It is probably closer
to the ordinary language style of the times than a literary style.
Therefore, Lives is an appropriate text for the study of Old English
syntax.

Alfric’s works, especially Lives have some style difficulties. Johnson
stated that “Whether it [Alfric’s work] is prose or poetry is an unresolved
question” (14). The effect of the alliteration on the word choices can be

assumed, as exemplified in (9).

(9) ac hine ne mihte nan man gemetan peer @fre. (but no one
could ever find it there.) (Swithun-130)

The author’s choice of the words mihte, man, and gemetan in (9) is
considered to be due to alliteration, which also affects the word order. For
example, without the influence of alliteration, the word order in (9) would
be “ac ne mihte nan man hine gemetan peer afre”.

Nevertheless, the alliteration in Lives is not so successful as in
anonymous verses such as Beowulf, The Wanderer, and The Dream of the
Rood. Skeat describes Lives as “a loose sort of alliterative verse”, yet at
the same time states that “Those who prefer to consider the text as being
all equally in prose can do so, by disregarding the division into lines”
(vi-vii). The effect of alliteration and metre does not always seem strong
enough to govern the word order.

Wilson’s study of Zlfric’s style divided his works into narrative and
rhythmical prose, with Lives being categorised as rhythmical prose, and
considered the percentage of subject-verb inversions. However, in the two
types (narrative and rhythmical), the percentage of Alfric’s subject-verb
inversions was similar at around 35% (492).

Even though Wilson’s study examined subject-verb inversions, it
revealed that the effect of alliteration and metre is, at least regarding

syntax, little in Alfric’s works. Therefore, in this study, we consider Lives
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to be prose and disregard the effect of alliteration and metre.

II1. Broad Outline of Word Order

First, we roughly examine the word order in Lives of Athelthryth and
Swithun. To challenge Mitchell’s claim that the basic word order in the
clauses introduced by a coordinate conjunction is S...V (963), in this
section, the clauses introduced by a coordinate conjunction are treated as
a whole, and not yet divided into the Subject-Full And Clauses and
Subject-Less And Clauses. Tables 1 and 2, respectively, give a broad
outline of the word order in Lives of Athelthryth and Swithun'®'.

Table 1. Outline of Word Order in Athelthryth

SV... S.V
Principal Clause T(88%) 1(12%)
Subordinate Clause 11(42%) 15(58%)
Clause Introduced by a 9(42%) 12(58%)
Coordinate Conjunction

Table 2. Outline of Word Order in Swithun

SV... S.V
Principal Clause 22(76%) 7(24%)
Subordinate Clause 39(47%) 44(53%)
Clause Introduced by a 44(60%) 29(40%)
Coordinate Conjunction

The assessment in Tables 1 and 2 does not fundamentally contradict
Mitchell’s description. The SV... word order is dominant in the principal
clause in both Athelthryth and Swithun. An example of the SV...
principal clause is given in (10) and an example of the S...V principal

clause is given in (11).

(10) He teah 0a bzt isen up swa eadelice of 0am stane. (He drew



Daisuke MIYABAYASHI

then the iron up so easily from the stone.) (Swithun 69)

(11) His magas 0a &t nextan pone mann feredon to pam halgan
swipune. (His relatives then at last carried the man to the holy
Swithun.) (Swithun 302-3)

In the subordinate clause, the SV... and S...V word order percentage is

almost the same. The contrast of word order is illustrated in (12) and (13).

(12) fordan pe he is eelmihtiga god (because he is the Almighty
God) (Athelthryth 11)

(13) paet he him hele forgeafe. (that he would give health to him.)
(Swithun 116)

Although around 55% of the total would not be enough to label them
as “basic”®?, the differences in the word order tendencies between the
principal and subordinate clauses are observable in both texts. In the
principal clauses, the SV... word order is dominant, and the SV... word
order in the subordinate clauses occurs more frequently than in the
principal clauses.

The percentage in the clauses introduced by a coordinate conjunction
in both texts is similar to that in the subordinate clauses. Examples (14)
and (15) respectively show the SV... and S...V word order patterns in the

clauses introduced by a coordinate conjunction.

(14) and ateo ane hringan up of 0zere pryh. (and draw one ring up
from the coffin.) (Swithun 44)

(15) and godes deowas wurdode. (and honoured God’s servants.)
(Athelthryth 19)
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This section demonstrates that in the two major Lives, the word order
in the clauses introduced by a coordinate conjunction is similar to the
word order in the subordinate clauses. Therefore, Mitchell’s claim that the
basic word order is S...V in the clauses introduced by a coordinate
conjunction seems acceptable. In the next section, we conduct a more
detailed examination of the data in the clauses introduced by a coordinate
conjunction, distinguishing the Subject-Full And Clauses and Subject-Less
And Clauses.

IV. Detailed Survey

The previous section collectively examined the word order patterns in
the clauses introduced by a coordinate conjunction. However, these
clauses can be divided into two groups: the Subject-Full And Clauses, and
the Subject-Less And Clauses. With this new division, this section will
provide more detailed data on the clauses introduced by a coordinate
conjunction.

Tables 3 and 4 summarise the word order in Athelthryth'. The word
order data for the Subject-Full And Clauses are shown in Table 3, and the
data for the Subject-Less And Clauses are shown in Table 4.

Table 3. Word Order in the Subject-Full And Clauses in Athelthryth

Word Order Numbers of Occurrence
SVO 1
SVC 1
SAVO 1
Totals of SV... 3
SOV 4
SAOV 1
Totals of S..V 5
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Table 4. Word Order in the Subject-Less And Clauses in Athelthryth

Word Order Numbers of Occurrence

VO 5

VvC 1
Totals of SV... 6
ov 4

CV 1
AOV 2
Totals of S..V 7

The possible positions for V and O are illustrated in examples (16) to
(19), with examples (16) and (17) showing the Subject-Full And Clauses,
and (18) and (19) showing the Subject-Less And Clauses.

(16) and hi pwogon 0a syddan pone sawl-leasan lichman. (and
they then afterwards washed the soulless body.) (Ethelthryth 97)

(17) and heo syndrige gebedu swyde lufode (and she loved solitary
prayer much) (Athelthryth 43)

(18) and sende pa gebrodra to secenne sumne stan to swilcere
neode. (and send the brothers to seek a stone in such necessity.)
(Athelthryth 75-6)

(19) and ponne hi sylfe baodian. (and then wash herself.)
(Athelthryth 48)

In (16) and (18), the objects “pbone sawl-leasan lichman” and “pa gebroora”
appears after the verbs “bwogon” and “sende”, whereas in (17) and (19),
the objects “syndrige gebedu” and “hi sylfe” precede the verbs “lufode” and
“badian”.
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The SAVO clause, which appears once in Table 3, conforms to the

causative construction, an example of which is in (20).

(20) and sexburh seo abbudisse het slean an geteld bufan 0a
byrgene. (and Sexburh the abbess commanded to pitch a tent
above the grave.) (Athelthryth 86-7)

The Old English verb hatan (the infinitive of het) is not usually regarded
to be an auxiliary verb. However, we include (20) here that way for
convenience, because it is the only causative construction to be listed in
these Tables.

The word order patterns are almost the same in the Subject-Full And
Clauses and the Subject-Less And Clauses in Athelthryth. This also
indicates that Mitchell’s categorisation of the clauses introduced by a
coordinate conjunction is sufficient.

Next, the data collected from Swithun are presented in Tables 5 and

Table 5. Word Order in the Subject-Full And Clauses in Swithun

Word Order Numbers of Occurrence
SVO 8
SAVO 4
SVC 2
Totals of SV... 14
SOV 3
SAOV 2
Totals of S..V 5

Table 6. Word Order in the Subject-Less And Clauses in Swithun

Word Order Numbers of Occurrence
VO 27
VvC 2
AVO
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Totals of SV... 30
oV 18
AOV 3

CVv 2
Totals of S..V 23

Examples (21) to (24) illustrate the word order variation of V and O.
Examples (21) and (22) show the Subject-Full And Clauses, and (23) and
(24) show the Subject-Less And Clauses.

(21) and man sohte pone sco swyde geornlice. (and man' sought
the shoe very eagerly.) (Swithun 129)

(22) and ic 0e nu halsige on paes helendes naman (and now I
beseech you in the name of God) (Swithun 34)

(23) and sungon pone lofsang. (and sang the hymn.) (Swithun
230)

(24) and pone blindan forlet. (and left the blind man.) (Swithun
205)

In the Subject-Full And Clauses in Swithun, the only elements
preceding the verbs are pronominal objects (see example (22)). The
pronoun Ode in (22) is accusative and the object of the verb halsige. Apart
from the pronominal object cases, the basic word order in the Subject-Full
And Clauses in Swithun is SVO/C.

It is noteworthy that the data in Tables 5 and 6 differ from the data
in Tables 3 and 4. In the Subject-Full And Clauses, the SV... clauses make
up around 70% of the total, while in the Subject-Less And Clauses, the
SV... clauses comprise approximately 57% of the total. With regard to
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Swithun. Nevertheless, the word order in the Subject-Full And Clauses is
closer to the word order in the principal clauses, whereas the Subject-Less
And Clause word order is closer to that in the subordinate clauses.

To sum up, the Subject-Less And Clause cases show word order
tendencies closer to the subordinate clauses in both Athelthryth and
Swithun, but the word order in the Subject-Full And Clause cases is
similar to the word order in the subordinate clauses in Athelthryth but
similar to the principal clause word order in Swithun.

Koopman claims that the percentage of the occurrence of postverbal
pronouns in Late Old English is 5% (58). He sees that in Old English,
almost all pronominal objects precede the verbs. In the case of Modern
English, pronominal objects tend to be employed in the Subject-Less And
Clause seen in (7), which is again shown below.

(7) I like tennis and play it every day.

By analogy, the relatively frequent occurrences of the S...V word order in
Table 6 appear to be due to the pronominal objects. However, this is not
significantly relevant to the word order in Swithun’s Subject-Less And
Clauses. First, the pronominal objects can either precede or follow the
verbs in the Subject-Less And Clauses in Swithun. Examples (24) and (25)
prove this observation.

(24) and gesette hine on fetera. (and set him in fetters.) (Swithun
415)

(25) and swyde hine preade. (and reproved him much.) (Swithun
60)

The pronominal object hine follows the verb in (24) but precedes the verb

in (25).

Second, there is no distinct disposition for the pronominal objects to
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either precede or follow the verbs in the Subject-Less And Clauses in
Swithun. Table 7 provides the comparison of the pronominal objects out of

all O’s in the Subject-Less And Clauses in Swithun.

Table 7. Pronominal Objects in the Subject-Less And Clauses in Swithun

SV... S.V
6 out of 28 3 out of 21
18% 13%

Interestingly, at least in Swithun, the percentage of pronominal
objects in the Subject-Less And Clauses is higher in the SV... clauses than
in the S...V clauses. That is, pronominal objects are seen more often in the
SV... clauses than in the S...V clauses. Therefore, the relatively frequent
occurrences of the S...V word order in the Subject-Less And Clauses in
Swithun cannot be ascribed to the use of pronominal objects. Here, the
clause type of the Subject-Less And Clauses performs an important

function.

V. Conclusion

Table 8 summarises the general Subject-Full And Clauses and
Subject-Less And Clauses word order tendencies in Athelthryth and
Swithun. It shows the SV... word order percentage in the data discussed

in the previous sections.

Table 8. Percentage of the SV... Word Order in the Subject-Full And
Clauses and the Subject-Less And Clauses
Subject-Full And Clause Subject-Less And Clause
Aithelthryth 38% 46%
Swithun 74% 57%

Evident from the data is that in both Aithelthryth and Swithun, the
word order in the Subject-Less And Clauses is similar to the word order in
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the subordinate clauses. In the two texts, the S...V word order accounts for
around 50% of the subordinate clauses; therefore, this observation does
not contradict Mitchell’s claim that in Old English, the word order in
clauses introduced by a coordinate conjunction is similar to the word order
in the subordinate clauses (963).

However, the situation differs for the Subject-Full And Clause. In
Athelthryth, the SV... word order constitutes 38% of the total. In other
words, the S...V word order prevails in the Subject-Full And Clauses in
Athelthryth and further, the word order in the Subject-Full And Clauses
is similar to the word order in the subordinate clauses. Therefore,
although the data in Athelthryth are limited, Mitchell’s claims are also
supported.

What is at odds is the statistics for Swithun’s Subject-Full And
Clauses. 74% of Swithun’s Subject-Full And Clauses conform to the SV...
word order, which is almost identical to the percentage of the principal
clauses. In this respect, therefore, Mitchell’s claim is not valid. His
statement that S...V is basic in the clauses introduced by a coordinate
conjunction cannot be defended in case of the Subject-Full And Clauses in
Swithun.

In both Athelthryth and Swithun, the Subject-Less And Clauses have
an S...V word order tendency that is similar to the word order in the
subordinate clauses, which aligns with Mitchell’s claims. However, this is
not the case with the Subject-Full And Clauses; in Athelthryth, the
Subject-Full And Clauses have similar tendency of the word order to the
subordinate clauses, whereas in Swithun, the Subject-Full And Clauses
tend to have the word order similar to that of the principal clauses and
different from the subordinate clauses. Because the Subject-Full And
Clauses and the Subject-Less And Clauses have different word order
tendencies, this appears to indicate that Mitchell’s clause categorisation of
the clauses introduced by a coordinate conjunction is too broad and needs

revising.
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Notes
This study is supported by the Keio University Doctorate Student
Grant-in-Aid Program from Ushioda Memorial Fund.
The citations that refer to Mitchell are from his Old English Syntax.
His “The Dangers of Disguise” is also referred to in Notes with
specification.
All the Modern English translations are mine.
The symbol 7 is a Tironian note for Latin et ‘and’.
In (4), “there was” is “equivalent to ‘existed’, ‘came into existence™
(Onions 5). The word there in the there constructions is interpreted as
an expletive rather than a subject.
In Old English, the there constructions are, in fact, “very rare”
(Traugott 218). Nevertheless, Mustanoja asserts that the expletive
there in there constructions “goes back to OE” (337). Traugott
provides an example of “at least potentially empty subject-holders
[expletive]” there in Old English (218): “Paer bio swyde mycel gewinn
betweonan him” (218).
The treatment of the clause types for the clauses introduced by a
coordinate conjunction differs among scholars. For example,
Kubouchi follows Mitchell’s categorisation (12-13). He does not
distinguish between the Subject-Full And Clauses and the Subject-
Less And Clauses, and studies word order in the Ancrene Wisse,
which is written in Early Middle English, comparing it to the word
order in the Transitional Old English found in the last part of the
Peterborough Chronicle. Bean, who studies word order development
in Old English with the Anglo-Saxon Chronicles, sets a standalone
category for the Subject-Less And Clauses (in his words, “conjunct
clauses), and unifies the Subject-Full And Clauses with the principal
clauses (58). Pintzuk and Taylor, who use electronic corpus to study
the word order changes that took place from Old English to Late
Middle English, also follow Bean’s categorisation (252).
Clauses such as “and fela @lmyssan worhton” (Kthelthryth 127) in
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the Subject-Less And Clauses are regarded as S...V in this study,
because “fela @lmyssan” is the object of the verb “worhton” and the
subject (“hi”) is shared with the previous clause, “and hi siddan buta
Orittig geara weeron wunigende butan heemede” (Kthelthryth 125-
26). However, they could be interpreted as OV(S) (The subject is
repeated in the final position and omitted.), rather than the VS in
Mitchell’s categorisation; however, this does not seem a possible
option. Similarly, the objective relative clauses (E.g., for paere
ut-draefe pe he gedyde wid hi. (Swithun 85)), and clauses in which the
word order is O/CSV (E.g., Hine man beer da sona of dam bedde to
cyrcan binnan withlande. (Swithun 394-95)) are also excluded as it is
impossible to identify whether the O/CSV word order is from SVO/C
or SO/CV when O/C precedes the other elements. For the same
reason, the clauses with the O/CVS word order are disregarded.

9. Skeat confirms that in his edition, the punctuation is printed
precisely as it stands in the MS. (vii). Three things, however, are
certain about punctuation in Old English manuscripts: “there is often
not so much of it; there is little agreement about its significance; it is
not the punctuation of modern English or of modern German”
(Mitchell, “The Dangers of Disguise” 385). Punctuation in Old
English manuscripts does not necessarily offer clues to the
syntactical interpretation.

10. In the present study, the position of adverbs and adverbials is not
discussed because, as in Modern English, the position “varies greatly”
(Sweet 18). In addition, the relative position of adverbs and
adverbials is rather an individual problem; therefore, providing a
general view is not feasible (Quirk et al. 490).

11. T will provide detailed data descriptions in Table 9 for Athelthryth
and Table 10 for Swithun. The abbreviations are: S for Subject, V for
Verb, O for Object, C for Complement, and A for Auxiliary Verb.
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Table 9. Word Order in Athelthryth

Numbers of the Occurrences

Principle Clause (SV...)

SVO

SVC

Principal Clause (S...V)

SAOV

Subordinate Clause (SV...)

SVO

SVC

SAVO

Subordinate Clause (S...V)

SOV

SCVv

SAOV

Clause Introduced by a Coordinate
Conjunction (SV...)

SVO

SVC

SAVO

Clause Introduced by a Coordinate
Conjunction (S...V)

SOV

SCV

SAOV
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Table 10. Word Order in Swithun

Numbers of the Occurrences

Principal Clause (SV...)

SVO 7

SVC 15

Principal Clause (S...V)

Sov

SCV 2

Subordinate Clause (SV...)

SVO 21
SVC 13
SAVO 5

Subordinate Clause (S...V)

Sov 32
SCV
SAOV 6

Clause Introduced by a Coordinate
Conjunction (SV...)

SVO 35

SVC

SAVO

Clause Introduced by a Coordinate
Conjunction (S...V)

SOV 21

SCV

SAOV

As mentioned in Note 7, several clauses (E.g., OSV clauses) are not in
Tables 9 and 10 because the SV... and S...V categories are, at least
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directly, not applicable. There are a small number of clauses whose
word order is SOAV or SVAO (E.g., gif hi pone lofsang willad &t pam
wundrum singan (Swithun 246)). These are also not included for the
same reason.

12. This can be attributed to the time of Alfric’s composition of Lives. As
Lives was written at the very end of the 10" century, the language is
identified as Late Old English (more specifically, Late West Saxon).
In the course of the Old English language, the basic word order in the
subordinate clauses changed from S...V to SV... (Kroch 709).
Therefore, the figures in Tables 1 and 2 indicate that the language is
at its transitional stage. However, as this is not the main concern of
the present study, this can be left for another time.

13. For the abbreviations, please see Note 10.

14. Contextually, man here denotes indefinite people (i.e., ‘they’).
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Syntactic Variation in Numeral Expressions:

A Study of Trevisa’s Polychronicon'

Momoko KIHARA

Introduction

During the Middle English period, the structure of English compound
numerals underwent significant change. Whereas in Old English, the unit
of a two-digit number typically preceded the decade, as in one and twenty,
the Middle English period saw the emergence of new forms, such as
twenty and one and twenty-one (Mustanoja 305).

Several scholarly observations have been made regarding the factors
that contribute to this syntactic change. Matti Rissanen suggests that
compound numerals such as twenty and one emerged due to the
requirements of poetic diction (31-32). Knud Schibsbye argues that the
form like twenty-one developed under the influence of French (112).
However, these suggestions have not been substantiated by detailed
research. The factors driving such changes are still not fully understood,
and comprehensive diachronic research on this topic remains limited.

Since it is often difficult to collect a sufficient number of examples of
spelled-out compound numerals in Middle English texts, identifying
suitable sources for such a study is challenging. Polychronicon, however,
is among the works that contain a relatively large number of examples.

The present paper, therefore, focuses on Polychronicon, a chronicle
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written in Latin by Ranulph Higden in the early fourteenth century and
translated into Middle English by John Trevisa in the late fourteenth
century.

This paper will analyse how compound numerals are used in Trevisa’s
Polychronicon with particular attention to the selection between types like
one and twenty and twenty and one. By comparing these patterns with the
insights from Isao Hashimoto’s studies on English Bible translations
(“Development” 56), it aims to clarify how the translator handled numeral
expressions in relation to the linguistic and textual norms of the period. In
doing so, it contributes to a broader understanding of translators’ word
order selection and the historical development of English compound

numerals in the fourteenth century.

Previous research

Kazuo Araki and Masatomo Ukaji note that compound numerals of
the form like twenty and one first appeared at the end of the thirteenth
century, while those of the form like fwenty-one emerged in the early
sixteenth century (529). Hashimoto has partly analysed the historical
change in compound numerals during this period, but his concern is
primarily about English Bible translations. In his study, Hashimoto
collected and analysed examples of compound numerals from the Vulgate,
the Hebrew Bible, and eight English Bible translations from the Middle to
the Early Modern English period (“Development” 50-56). He argues that
Middle and Early Modern English Bible translations adopted the “twenty
and one” type compound, reflecting the Hebrew “twenty and one” type
and/or the Latin “twenty and one” and “twenty-one” types (“Development”
56).

Hashimoto presents examples of numeral expressions in non-biblical
works from the fourteenth to seventeenth centuries, although no
quantitative analysis was conducted in his study (“Eigo” 99-102). In order
to provide supportive data relating to numeral expressions, Momoko

Kihara has previously examined compound numerals in Cursor Mundi, an
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early fourteenth-century verse, pointing out that the form like twenty and
one may have served as a valuable device for poets to create rhyme
(“Selection” 187). Kihara has also suggested that, in the case of Arthur
and Merlin, a late thirteenth-century verse, the poet may have
intentionally selected numeral expressions to achieve rhyme (“Analysis”
40).

There has been no quantitative analysis of the use of compound
numerals in the Middle English Polychronicon. The present paper aims to
clarify patterns in the selection of numeral expressions by the translator,
thereby supplementing previous research and contributing to a broader
understanding of the phraseology during the Middle English period.

Background on Polychronicon

Polychronicon is one of the earliest extensive world chronicles written
in England (Matsushita 22). It was initially composed in Latin by
Ranulph Higden in the 1320s and later translated into Middle English by
John Trevisa in the 1380s. The translation was printed with some
alterations by William Caxton in 1482 (Babington and Lumby Vol. I; xi).?
More than 120 Latin manuscripts of Polychronicon survive from the
fourteenth century onwards, and fifteen manuscripts of its Middle English
version are currently known (Waldron xiii, xxiii).® Matsushita points out
that while the Latin version was intended for learned readers, the Middle
English version was designed to reach a wider English readership (32).

The present study investigates the edition Polychronicon Ranulphi
Higden Monachi Cestrensis, edited by Babington and Lumby. Its base text
is Cambridge, St. John’s College, MS 204, and, as a supplementary
manuscript, London, British Library, MS Additional 24194 (Babington
and Lumby Vol. I; liii-1vi).

Methodology

Data collection was conducted using the following method. First, all

the occurrences of compound numerals within the Middle English version
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are identified with the help of the Corpus of Middle English Prose and
Verse. Then, for each identified instance, the corresponding Latin passage
was examined. That will illustrate the contrast in numeral phraseology
between the two languages.

In the present paper, the form like one and twenty is henceforth
referred to as “the 1-and-20 type”, and the form like twenty and one we
call “the 20-and-1 type”. These forms are counted not only when they
appear as they are, but also when they are part of numerals of three digits

Oor more.

Analysis

The investigation has revealed that the 1-and-20 type
overwhelmingly predominates in the Middle English version, with 397
instances identified, compared with only 10 occurrences of the 20-and-1
type.

A comparison of the above results with the Latin text has revealed
that some of the compound numerals found in the Middle English version
have no corresponding expressions in the Latin original. These cases are
found in sections where the passages are not literal translations, but
rather the contents are rephrased or even added to the Middle English
text.

The Latin expressions corresponding to the Middle English compound
numerals can be categorised into three types: (1) spelled-out Latin
numerals, (i) numerals written in Roman numerals, and (iii) expressions
that include “et” between the decade and the unit. Examples (1)-(3)
illustrate each of these types:

(1) two and pritty zere
(triginta duos annos) (Vol. I; 42-3)*

(2) foure hondred and foure and pritti zere
(ceee’xxxiiij’) (Vol. I; 210-1)
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(3) fifty zere and oon
(quinquaginta annis et uno) (Vol. V; 312-3)

Among the observed cases, forms with “et” are rare; the majority of
Latin expressions do not include “et”. Of the nine instances of the 20-and-
1 type found in the Middle English version, only one case—example (3)—
corresponds syntactically to the Latin expression containing “et”.

In other cases, the translator inserted “and” where no corresponding
“et” is present in the Latin text. Examples (4)-(8) demonstrate instances
in which “and” appears in the Middle English version despite the absence

of “et” in the Latin source:

(4) Tofore pe Incarnacioun of oure Lord pre hondred zere [and]
fourty and oon
(Ante incarnationem Domini annis trescentis quadraginta uno)

(Vol. IV; 38-9)

(5) be bygynninge of be 3ere of grace sixty and oon
(principium sexagesimi primi Jubilei) (Vol. IV; 332-3)

(6) be 3ere of his age sixty and pree
(anno @etatis sexagesimo tertio) (Vol. V; 12-3)

(7) be 3ere of oure Lorde sixe hondred sixty and foure

(sub anno Domini de¢® sexagesimo quarto) (Vol. VI; 96-7)
(8) be 3ere of oure Lord a powsand an hondred and pritty and five
(anno gratiz millesimo centesimo tricesimo quinto) (Vol. VII;

400-401)

A unit word, such as “zere”, can intervene between the decade and the

unit, along with “and”. The examples illustrate a syntactic variation of the
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20-and-1 type in Middle English. Examples (9)-(11) are as follows:

(9) pritty zere and pre
(triginta tribus annis) (Vol. I; 204-5)

(10) seuenty 3ere and nyne

(septuaginta novem annorum) (Vol. IT; 244-5)

(11) fourty bisshoppes and ey3zte
(quadraginta octo episcopis) (Vol. V; 158-61)

Furthermore, the investigation has revealed that compound numerals
representing the numbers from 81 to 89 and from 91 to 99 are absent
either from the 1-and-20 type or from the 20-and-1 type. These numbers
are consistently expressed using the form such as four score and one,
suggesting a preference for this form in specific numerical ranges.
Examples (12)-(14) demonstrate this pattern:

(12) an hondred kynges foure score and oon

(centum octoginta unus reges) (Vol. I; 350-1)

(13) aboute pe 3ere of oure Lord elleune hundred foure score and
fifteen

(circa annum Domini millesimum centesimum nonagesimum

quintum) (Vol. IT; 142-3)

(14) foure hondred foure score and sixtene
(quadringenti nonaginta sex) (Vol. III; 104-5)

Therefore, the analysis of the types of numeral expressions here needs

further consideration of the numerical ranges. The form like four score
and one is henceforth referred to as “the score-and-1 type”. The number of
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occurrences of each type is presented in Table 1 by the numerical range
(e.g., 21-29, 31-39, etc.):

Table 1

Three types of numeral expressions in Polychronicon

21-29 31-39 41-49 5159 61-69 7179 81-89 91-99

The 1-and-20 type 167 109 61 43 12 5 0 0

The 20-and-1 type 0 2 3 1 3 1 0 0

The score-and-1 type 0 0 0 0 19 40 15 12
Discussion

This study has demonstrated that in Polychronicon, compound
numerals of the 1-and-20 type overwhelmingly outnumber those of the
20-and-1 type and that numbers in the eighties and nineties are
consistently expressed in the score-and-1 type. These findings
complement the results drawn from Hashimoto’s study on English Bible
translations. According to Hashimoto, while the 20-and-1 type was rare in
the fourteenth century, its usage surpassed that of the 1-and-20 type by
the sixteenth century (“Development” 52-56). Thus, the results of the
present study certainly reflect an earlier stage of the syntactic shift that
Hashimoto notes.

Trevisa’s translation, although partially literal, often incorporates
interpretive and adaptive elements. As Kazumi Manabe notes, Trevisa
frequently added explanatory phrases and synonymous expressions to aid
reader comprehension (243). This tendency is evident in passages where
compound numerals, though used only once in the Latin text, are repeated
multiple times in the Middle English version.

The three types of numeral compounds that contain a unit word, such

as “zere”, between the decade and the unit show noticeable contrast with
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the Latin text. While such a unit word is generally placed outside the
numeral phrase in Latin, the translated text has it within the compound.
Given that Polychronicon is a prose text with no metrical constraints, this
word order may reflect the early establishment of such syntactic patterns
in Middle English.

With regard to the expression of numbers from 81 to 89 and from 91
to 99, the consistent use of the score-and-1 type suggests a deliberate
choice on the part of the translator. Since the words “eighty” and “ninety”
were used as early as the Old English period (Oxford English Dictionary
eighty, adj., ninety, adj. & n.), the translator’s choice of the word score is
not due to his lexical constraints but to his stylistic or rhetorical
preference. In the case of the late thirteenth-century poem Arthur and
Merlin, Kihara concludes that the poet deliberately selected among
different types of numeral expressions to achieve rhyme (“Analysis” 40).
In addition, Hashimoto points out that the score-and-1 type reverses the
traditional word order seen in Old English (“Eigo” 98)—that is, it follows
the same structure as the 20-and-1 type rather than the 1-and-20 type.
He suggests that the score-and-1 construction may have had a significant
influence on the historical shift from the 1-and-20 type to the 20-and-1
type.

All things considered, Polychronicon is a valuable textual witness to
the transitional stage in the evolution of English compound numerals.
Although the translation does not always reflect the word order in the
Latin original, the predominance of the 1-and-20 type suggests that it
remained the preferred form in the fourteenth century. The consistent
and seemingly intentional use of the score-and-1 type implies that even
the selection between the 1-and-20 and 20-and-1 types may have been
shaped by the translator’s conscious decision.

Conclusion

The present study has investigated the use of compound numerals in
the Middle English translation of Polychronicon, with particular attention
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to the distribution of the 1-and-20 and 20-and-1 types. Through a
comparative analysis of the Middle English text and its Latin original, the
1-and-20 type is found to be overwhelmingly dominant, regardless of
Latin phraseology. In contrast, the 20-and-1 type appeared in only a
handful of instances. It is suggestive that even in Trevisa’s loose
translation, the 1-and-20 type remained prevailing as late as the
fourteenth century.

The present study has also highlighted the syntactic diversity of
Middle English compound numerals. In several cases of the 20-and-1
type, “and” appears only in the Middle English version, though no
corresponding “et” in the Latin source. A few phrases of the 20-and-1 type
contain a unit word, such as “zere”, between the decade and the unit.

Numbers from 81 to 89 and from 91 to 99 are consistently expressed
with the score-and-1 type. It suggests that the translator may have
deliberately chosen that type rather than the literal rendering of the
Latin original.

The perspective gained from the data analysed here is limited to
spelled-out compound numerals found in Polychronicon, and numerals
written only in Roman numerals are excluded. Research on syntactic
variation in numeral expressions during the Middle English period has
not made significant progress to date, but the present analysis will surely
make a partial contribution to the understanding of the development

process of English numeral expressions.

Notes
1. A part of this paper was orally presented at the 40th Congress of the
Japan Society for Medieval English Studies (Fukui University,
December 7, 2024).
2. Several instances have been identified where Caxton, in the course of
printing, altered numeral expressions such as sixe skore and fyue to
compound numerals like an c. and fyfe and twenty (Vol. 1, 45).

Although the rationale or criteria behind Caxton’s alterations remain
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unclear, it is unlikely that such changes would have been made if his
primary aim had been the faithful preservation of the original text. It
is plausible that these modifications were introduced to aid reader
comprehension, which in turn suggests that compound numerals like
one and twenty were still widely accepted and intelligible at the time.
This study does not include London, British Library, MS Harley
2261, which is contained in Polychronicon Ranulphi Higden Monachi
Cestrensis. This manuscript is excluded because it is considered an
entirely original translation by a different author, unrelated to
Trevisa’s version (Matsushita 35-36). Moreover, most of the numeral
expressions in this manuscript are written in Roman numerals,
making it unsuitable for the present analysis.

In each example, the expression inside the parentheses represents the

corresponding Latin version.
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F<2 -5y #— (Thomas Dekker, c. 1572-1632) ¥z ¥ - 74— F
(John Ford, 1586-c. 1639) 12k % [KFEDELF] (The Sun’s Darling,
1624) W HfERMIE. DT OREH» 5 4 £V 2O ARKEIS T Ll S h- B
EVMRIAIRITH 52 Z EBNHHL T3, D3, BERERE. ~v ) — -
N—s¥— b (Henry Herbert, 1594-1673) D¢tz [TABDOELF]. K
RO EEED, Toh—LT7+—PFickd, v 7y MREIENZFRAL
1623-4 43 A3 H 1& ¥ F | (“Sun’s Darling, in the Nature of a
Masque, by Decker and Forde, all* to Cockpit Comp®. 3 March 1623-4
16i.”) (Baweutt 149) &0, &5 —Dik, 1656 FIZ iR & =Pk
FHUZ [RGOZ L+ - ERENRIE : & 7 o P — L ERTETE—REIC L -
TH4 LEESNZBRIZFLY) — - L=V DTy 2y METROE DGR %
o> C k& N7z, ] (“The Sun’s-Darling: A Moral Masque: As it hath
been often presented at Whitehall, by their Majesties Servants; and after
at the Cock-pit in Drury Lane, with great Applause.”) (Dekker 1) & Fllil
ENTWE, *RIEFNFEEDAL —=» F- 72 L X7+ —F (Enid
Welsford) (&, HZELST B A= ARAEI O 7L & BN OZE % HiHi
LTidWnah, ZoRKAZMIHL Tidunany (212-16) . 22 TAGEE. Z
O MREFIOMWE %2 &) EEOBEE] 225 7 ¥y PEE WS ARES
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ThEXhAZBHRE, SR RLEREOME & ik LoD, BIFOBUE
s S IRARIOREOBIEEZ ZRTE Z ICLk > THSENIZ LW,

Il. EBEREE DS DR EEES & DM

ISR L 72k 9012, TRBEOZEL 1] &, B—FIZHK T A bR— Lk
ThEINZEERGHTH 5720 2T 27— MAOBEEREH &1Z. ¥V 2 —
LA EDOBIIZEHERE Y - ¥ 3V (Ben Jonson, 1572-1637) L5
TEEFA =T~ + V3 -2 (Inigo Jones, 1573-1652) 12K > Tk & R
TeHAERRT, 7uDBHEICLZWEEL TRINME] (antimasque) . HiEA
WEHEN %2 C 584 [EREE] (main masque). Z LT, =iEA
DO DT #BIE»5BATHIS [E] (revels) 75> Tz,

ZhZx U, TREOZELT] 3. 25 LaE#ETFLTE69., M
D BFHIIR - THFRENIZITDON B L > Tnwad, DIT. IHEZE-S TR T
W by BRI, B TREROHK]. s [EBfTOMK]. (B
7 [RGB FE -5, B [FEodk], Wk €Y X -
ZY AL WL A2V T ALV —LT7 5V 2N TROHID |, 5
SHEEEIGIE. B [H ok, BIUREE—-HIE. gL [Efrodke
WOl Rpo., BIhRNZ R Td 5 [MnEIN Gl &, SHEE 5
O [MIEHRE WEREOIRER] L2aFEL 5w, ZOBMTIE [KEE2 B
7131 (“The Maskers discover’d”) (5.1.233 SD) & FMHXIZHD, A4V
VAT DK EERELHRERO 2RO IR O N TIMEHRS, LrL. Vo e
N2 BIBED S &S K512, ZOERORHE T EE OIRERI2 & 2
TN 728 DTh %,

ZNTIE. 2O X ICEEREE D 5L 72 TABOELT] &, —1k,
EALY v VILIZHEPIL TOBDTH A5 ». ZiUIH o ER (morality
play) Th 5. ElEIC [EEORAEE] &b 2 X512, ZoERE TAKHE]
(Mankind, c. 1464). [TIA] (Everyman, 1510-19?). [E2ZD¥K] (The
Castle of Perseverance, c. 1400-25) &\ 728 fEBIOR A F 2 T35, 3
FP I EIFZEE, S4x 5 - M- ¥4 (Pamela M. King) 12X 3% &, HE{EH
ORI TO XS ICERN S5,

Ihooi DERER] e Dk s W adtlnid, A< R0 xR
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D@ U CBIFICHENEGENE5A25 2L TH 5, - EAXITHE
LTETOANEEZRT AT, FARNHE WS A TRIN TS,
Z LT, oS Aid. # & B0 Aciifft s, 2O/,
25 O L MOITEANDIFRIZE DD, EAADOFHEK, FIE,
EHrE LTiREND,

What these plays [the morality plays] have in common most
obviously is that they offer their audiences moral instruction
through dramatic action that is broadly allegorical.... The
protagonist is generally a figure of all men, reflected in his name,
Everyman or Mankind, and the other characters are polarised as
figures of good and evil. The action concerns alienation from God
and return to God, presented as the temptation, fall and

restitution of the protagonist. (240)

ZOREAE TABOZELT] 24 Cidwse, BIOFETREE2E5 EA
AD [HY] (Raybright) 2% (=#f) T»#2 [ K] (Sun) DI HEh,
A& TERICHE VA D [E1T] (Folly) & [X(Z <H) (Humor) #fE- T,
Hadi< 4] (Spring) [H] (Summer) [#k] (Autumn) [%] (Winter)
EWVWSUEDEE (= ANHE) BRL%. TR L0f#EE R4, Ln
fEELELE D, ZORD, [ZO/HNE. AIER CHEA L 72 B8RO —#i
S EAVE, HHE BREASZ0THD., ZTOLIICHRIhTE 2]
(“The play may indeed be, and has been, interpreted as only a curiously
late example of a morality play”) (Limon 91) & S5bh b, L->7T. [k
DELT] &, BEREREE S K0EFENSEVVEE 2R > Twa e E A
5%,

. =+FHF2HCIBUENER

ZThTid, ad [RKEOZEL ] & BERmE» STl L, &R0
LU 7= DERERIRER] 285720 THh A5 2, ZOHHIE. HFOBIEH
BRICHDLl-bND, [KEOEL ] OLEAF N7 1624 43 H
EBAR AF) 2O HERF LA < Bk EN TR ICIT b T
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W2HHTH 5, 20w EE. 16132V 2 — 2 X~ B &, =)+
NRZ + 25 27— (Elizabeth Stuart, 1596-1662) », 77 7L V5
79— N e Rttt (Frederick V, 1596-1632) 125X, 1619 4F-i12R~ 3
TEEOLEE TR 572 L 2R KE§H I -0y SKETONT 2T
IREDWN, Thabb = AHERFIT. 4 ) 2B T B0 E S » Ok
THhHb, O, 4 XY ZENTSEALHED MR % 58 2 BRI E A L
WHENZZ LR, TTIZWLO2DlimTimC 6T b, ¢

ZZT, BT, TKBOELT] OF 27 2+ 76 ZHERSIZEOb 5 KB
EHAME . Z OBEFEMR R T 2 BOATE %13 5 & H O SR {EAE R
D—DTHDHI LTI,

F9. BHAMIOWTTH 2, [R5 Y z—sx—, ZOETD
[HX] BF v - L ZXEFERTZ L IRTEENENTHAH, E-M-W-
74 )Y —=F (E.M. W. Tillyard) ® [V X 2HOHFG] (The
Elizabethan World Picture, 1959) 12X 5 &, MIFO#HFE TIZ, KPHI3E
EOPTHEIZS D FIIAFOHPTCEHEIZH 2 2EL5H T8, &o
TARBi=FtD7Fruy =R L, BE? MO (K] £V z—-a2XE%
FHREDLEZZLIIEZHIEGETES, £/, ThE COFEEmENIZ B
T, Vx—2oXTE Dvoit&H] (Pan’s Anniversary, 1621) OHcs§
VR [TAEX VOREIZHTE R T F 2 — v OILIER] (Neptune’s
Triumph for the Return of Albion, 1624) Dt 7F 1 -V &\ 572F)
VT u = MEEOMIZ LI LIE AT 5 A SN EFEORRICEhTE 2, [X
o LT T8, [KB] 3KBE# [ 74 4 /32| (Phebus) D& T [ L%
Bl (above) IZBH L. A2 5MO LS ICMERSNBZHIETH S,

—H K] OBTFD [THX] Z. 204N % [ KBEOME] (Priest
of the Sun) 2@ 6N 5,

B 7 FREOMANR D X SHED £ 725 DL E R T,
INSHICK > TEAERT = LT,
ZDEI RS ERKIZFRE DI 72Dh,

Have you been sent out into strange lands,
Seen Courts of forreign Kings, by them been grac’d,
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To bring home such neglect? (1.1.67-69)

Zhicx LT THY] . TE A2 EL TLIR] (“Since my coming
home”) (1.1.70) &% A2 Z L6, BAIFHES & HREEIL 72132 D 72 & il
T&5, 2L [ME] 2 THX] 2. [ 23B0KRE ST 53
Ra, WS ETEHEHERZ LN TE] (“You have had choice / Of beauties
to enrich your marriage-bed”) (1.1.50-51) &5 5 &k 1Z. ZO—FHid,
162342 H2 56 10 HIZ»F T, A b)Y 9w oD ZXRS v EFREERERZD,
F ¥ =L ZAETBAR, VOEREDBHKERD LI L L TIT o2 ARL
AT ZERBL Tnd, HFE Fr—LXETIE, ZOK, 772 2L2AXH
YOEEERGNIZZENWE N ISR ST D, P TDANRA YIRS
Bbhol=22, A X)) ZEREF v - LA ETOEBEOIFEZ =, AL ¥
EOWH, DO = FRFBMOBES R E S 2 LIl -72DTh S,

F o DIk ik s F v — L XL+ EFEHA 5, [HYEC TR E 5
THRNTEDEENILAALS & F 5,

Z LT, WHELEIKADRAEZNITL S ET 5D
K72 5I2iE, BLEETHD LI I LN TELEVWELIR
Rzl > TRZMED L,

And since wee’ve notice that som barbarous spirits
Mean to oppose our entrance, if by words
They’l not desist, wee'l force our way with swords.

(4.1.297-99)

5 LERX=F v - L X ETOMEMIE, S, F v - L XETH Ny F
Y H LRE (George Villiers, 1592-1628) & i E LN Ok FfEEIR 4
WV —3F 5 (Russel 145-48)

EHICHEL “HFRFICED B L BDNEON, FhkE [£O0EE] O
MThs, ~ADE(L7zH (Clowns) (& H73725 & KFHF LT [HIE]
O [ERREMH] (“troops and trains”) (5.1.3) BEXDEEIZKDTHS &
B2 %, ThE [&] 2 [Hiizb, BEEE»E X - KIS L T#&E %17
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B9 LS DH»] (“you wilde fools ... think to wage / War against heaven”)
(5.1.35-37) &, Z=LZA®5, Hild T[4 & [HX] OBELLTOK
KBTS,

ZOETFIER->TKDE7ZAH, ol 265121

HAERE % 2 & 5 7R A, O KRFIZDO EHES EFRTREL T
ERIOYGER T 57259,

T3E, BHIZBIIEOEEZBNRDTZIFIANLZEIZED,

This Prince shall com, and by his glorious side
Lawrel-crown’d conquest shall in triumph ride,

Arm’d with the justice that attend’s his cause,

You shall with penitence embrace his laws: (5.1.90-93)

DF 0, [%&] & THX] 2AERILBCE, FRIAE 726 3hsETETS
DTH b,

FNT, (41 THX] 2 [REIE W) e AaEEOEANLERTHL]
(Bring you toth’ happie shades of Paradise”) (5.1.293) &#%E5 2%, Z ZIC
=R & S IR K B AP A AR & 8 A EGRER I EE M E R R A
5,

ZZ 15| (Bounty) BWEE TR ZOANMI 2V = -6 X DR K,
ANITERT ) FRZADERTH S, [HN] 3L LT [XoHEL
f6IE, | &2 TCHEEMT SHEE, AN2DDLOL T, LEmolz, | HROMmIK]
(“Winters sweet bride, / All Conquering Bounty, queen of harts (sic), life’s
glory, / Natures perfection”) (5.1.154-56) &FFUHF 5, 20D [AL2 DL
OEF] EnIDF, A F)ZATALDIIER L) YXZATE WO H 74T
Hotz, P E BT, TEHIOEREDOHE—DIR] (“Sole daughter to the royall
throne of peace”) (5.1.162) &WHERBIIIE, Y —oXLDO—~AREL
TOIY FRZADIHEN, FODrEhTndeEbhs, ZLT, [HX]
FUTOLS I [ 2#EBDMA S,

BETD=DITHIE S & LsnEdETida<,
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HEI-OE[EREL BN -720,
HET-OBREOHEZZZAZD LsWFIZFEETIE RN,

For you he is no souldier dares not fight,
No Scholar he, that dares not plead your merites,
Or study your best Sweetness, (5.1.165-67)

ZOfERCHEEADIF, [t & [#H] OFKIZKD, 1620 FIZARE
Be M hgEilEeE [F= 2 ThoBTFosh 3R] (The World
Tossed at Tennis, 1620) IZH 67z [¥F] & [FERL. [2¥IR] & (R
IR OFERIIED R ENTNBEI L TH D, T

ZL T, ZOEER [HLWKE] (‘e new Elisium”) (5.1.271) 24D
SBLiibndH, TV TLA=D2) FXRZIIYEOFENLILIKRTH > 7=
EEI. & ZJYU—FVLEERH MY v ZRiENSE [XT] (Winter
King) &ffffgeh7zZ &g, BlED [&] =7V —-FV e, 20OFHD [HHE]
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Heterotopias of Healing: War, Trauma, and Recovery
in The Fifth Book of Peace

Lingling WANG

Introduction

The Fifth Book of Peace is Chinese American female writer Maxine
Hong Kingston’s work, published in 2003. During the Gulf War, the Iraq
War, and after 9/11. Kingston was working on The Fourth Book of Peace,
an unpublished anti-war novel. In 1991, the Oakland firestorm burned
down her house, destroying everything she owned, and, worst of all, her
manuscript. The trauma hit her hard. She could not write for years. It
was not just losing the book—it was like losing part of herself. Hoping to
heal from the trauma of her manuscript’s loss, she ventured to China in
pursuit of the three mythical Books of Peace', but her search always ended
in vain. Kingston wondered how could military texts like The Art of War
survive and spread globally through countless translations, when the
three Books of Peace were either incinerated or simply disappeared? Thus
she decided to create a new book to promote ideas of peace and love. This
would fill the void left by the three lost Books of Peace and commemorate
the burned book. This is how The Fifth Book of Peace was born—part
memoir, part fiction®.

The book significantly explores the “efficacy [of] art in healing war
wounds, loss, and trauma” (San 182). Polly Shulman argues, “It is a
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strange, scarred thing, pieced together from fragments, smelling of smoke
and anguish. Its power lies in its pain” (8). It is about her trauma, about
her character Wittman Ah Sing’s family fleeing to Hawaii® to dodge the
draft, about Vietnam vets trying to heal. It is messy, real, and stubbornly
hopeful. Kingston did not just rebuild a book from ashes. She proved that
peace is not something you find—it is something you make, even when the
world keeps trying to burn it down.

This book consists of four chapters: “Fire”, “Paper”, “Water”, and
“Earth”. The entire work expresses the author’s earnest plea for peace.
Kingston named the longest chapter “Water,” on the one hand, drawing
meaning from “Kahalu‘u’s indigenous implication—the place of going
down to the water, and on the other hand, highlighting the spirit of the
Kahalu‘u people who benefit all things without contention. This judgment
is strikingly similar to the way Chinese Confucianism and Taoism use the
properties of water to symbolize gender characteristics. In this chapter,
the author describes water-related imagery such as rivers, waterfalls, and
oceans on the island of Hawai‘i, providing a beautiful backdrop for the
story of the protagonists, Whitman and his family, escaping the war-torn
American continent to Hawai‘i. This narrative choice also attempts to help
her escape the psychological shadow brought by the fire.

The word “space” is used 39 times throughout the entire book, with
23 of those instances appearing in this chapter. This paper will use
French philosopher Michel Foucault’s heterotopia® theory to analyze the
different spaces in the “Water” chapter, examining the relationship
between space, war, and trauma recovery. Foucault defines heterotopias
as alternative, counter-sites that juxtapose or challenge dominant social
orders. These spaces exist in contrast to utopias, which are imagined
perfect spaces.” This foundational understanding of heterotopias will be

crucial in analyzing the diverse spaces within the “Water” chapter.

Helicopter: A Placeless Space
In The Fifth Book of Peace, Kingston presents the helicopter as an
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ambivalent symbol. For instance, Wittman, Tana, and Mario fly away
from Berkeley by helicopter, making their “leaving bearable and fun” (65),
demonstrating its role as a vehicle for transition and detachment®. Like a
ship, the helicopter is a detached, self-contained space that travels
through other spaces, literally placing Wittman’s family between one
world and another. The helicopter becomes a space between war and
peace, between Berkeley’s political violence and Hawai‘i’s potential for
healing. Oakland Fire Captain Ray Gatchalian, a Vietnam veteran,
directly links the devastation of the Oakland-Berkeley fire to the horrors
of war, recalling, “when I went up in the helicopter the day after the fire, I
couldn’t even film, I was so stunned” (14). He believes this offers a chance
to show people the true consequences of a nation’s decision to go to war
(14). This establishes the helicopter as an instrument and symbol of
widespread destruction and the need for anti-war consciousness. Foucault
mentions that “the ship is the heterotopia par excellence. In civilizations
without boats, dreams dry up, espionage takes the place of adventure, and
the police take the place of pirates” (“Of Other Spaces” 27). Similar to a
ship, a helicopter is a “floating piece of space” (“Of Other Spaces” 27),
though in the air rather than on water. It traverses vast distances,
detaching individuals from fixed terrestrial locations.

Kingston opens “Water” with a moment of political despair and
urgency. Berkeley, once a site of idealistic protest, has turned violent. The
peace demonstrations have become indistinguishable from the tactics of

war:

When the peace demonstrations turned violent, and doves and
hawks were using the same tactics—revolutionary and
governmental provocateurs infiltrating parades and vigils,
Governor Ray Gun ordering the National Guard and helicopters
to tear-gas and shoot up People’s Park and Berkeley (they killed
James Rector, and blinded an artist) ... (65)



Lingling WANG

The phrase “when the peace demonstrations turned violent” (65)
immediately sets a tone of despair, as the intended peaceful actions
became destructive. The urgency is reflected in Wittman and Tana’s
decision to leave America as a direct consequence of these events. The act
of departure itself is a gesture toward healing, toward preserving a space
untouched by violence. But Kingston complicates this desire: escape does
not erase trauma. Instead, it initiates a new process of reckoning. The
passage explicitly names Berkeley as a place where the National Guard
and helicopters were ordered to “tear-gas and shoot up People’s Park”
(65), resulting in deaths and injuries. This description implies that
Berkeley, a known center for peace movements, has become a site of
intense violence, shattering any idealism associated with the protests.
Their hope for a fresh start is underscored by Tana’s declaration of a life
resolution: “I'm not going to do anything I don’t want to do. From now on,
I'm only going to do things that I like” (71).

Helicopters are directly tied to the lasting psychological impact of war,
as seen in Lily Adams’s experience: “I'd hear a helicopter and run out to
receive the wounded” (126). This demonstrates how the sound itself
becomes a trigger for post-traumatic stress disorder (PTSD), pulling
individuals back into the traumatic “placelessness” of the war zone. Thich
Nhat Hanh, the Buddhist monk, attempts to reframe this traumatic
trigger by advising veterans to “use the sound of helicopters as if it were
the Mindfulness Bell” (301), signifying an effort to transmute the
pervasive, anxiety-inducing sound of war into a tool for peace and mental
composure.

In the “Water” chapter, Wittman’s thoughts during the flight reflect
mourning, nostalgia, and hope. The noise of the helicopter provides a kind
of emotional buffer. As Kingston writes, “the noise of the blades and
motors loud, you didn’t have to say and hear too many heart-hurting
goodbyes” (65). Even as they escape, the pain of leaving behind their
community— what Wittman calls their “sangha” — remains deeply felt:
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Wittman felt honored and loved that such a crowd had come to
see him and his wife and child off. Flying above my people—look
hard at them, hold them in the eyes, hold them in the heart. He
was living right, that he cultivated these people of all kinds into
family community. (67)

The helicopter’s flight over Berkeley becomes a ritual of witnessing and
remembering. Wittman’s memory of each person—friends, kung-fu gang
members, elders, even former lovers—becomes a counter-narrative to
forgetting. In this suspended space, Kingston captures the coexistence of
rupture and continuity: leaving is necessary, but it does not mean
severance. It is, in fact, the first gesture of healing, a painful yet
generative rupture.

On their flight to Hawai‘l, the Ah Sing family watched a film titled

»7

“Hawaii.”” This film symbolically portrays the history of Hawail and the
arrival of Westerners. The narrative of the film implies significant
cultural changes and destruction. For instance, it shows Ali'i Nui Malama,
a Hawaiian royal, commanded Julie Andrews to teach her to write,
declaring it was more important than attending church. Malama
subsequently composed laws and publicly presented them to the English-
speaking whalers and sailors (77), which indicates the imposition of new
systems and ways of life. The film concludes with a powerful voice-over
during the funeral scenes, as Julie Andrews holds the dying Malama,
stating: “Of her bones was Hawai‘ built.... Our greed is what kills them—
arrogance, lust for their land.... Land given by God to Hawaiians” (77).
This serves as a confession of the colonizers’ motivations and the
devastating impact of their actions.

A Hawaiian woman on the plane, Polly, criticizes the movie for being
full of stereotypes and depicting noble savages, She also noting that the
actress is not Hawaiian but rather Tahitian or some other South Sea
Islander. Wittman quickly adds that “the film is centered on the haoles,
when they were a minority of the population” (77), highlighting the
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colonial perspective embedded in the narrative. This suggests the film,
despite its concluding confession, serves as a representation of the process
of seizing Hawai’s natural space and exploiting it for the development of
the colonizing nation, as implied by the user’s query, focusing on the haole

experience rather than a truly Hawaiian one.

Hawai‘i: A Broken Paradise

Hawai‘i, initially conceived as a serene escape, quickly reveals itself
as a broken paradise, deeply implicated in the mechanisms of war and
marked by colonial history. Wittman and Tana flee California for Hawai‘i,
“drawn like countless others before and after him by the promise of
rejuvenation in ‘paradise™ (Sato 122). Their hope is to “evade the draft
during the Vietnam War” (Preface) and find sanctuary. In Kingston’s anti-
colonial narrative, the traditional natural spaces of Hawai‘l exist as a
heterotopia—a break from the civilized, capitalist commercial society
championed by the American mainland.

First, here, rain nourishes the earth: “Rain welcomes us, and we
welcome the rain” (80). While the helicopter offers an initial illusion of
escape and a space seemingly untouched by violence, it ultimately cannot
erase trauma. Even from the air, Wittman remains aware of the long
shoreline of the Western Hemisphere. Upon landing in Hawai‘, they are
immediately enveloped by a vivid sensory experience. Kingston
personifies Hawai‘l as a living, breathing presence, describing how its air
“touched them, and surrounded them, and went through them” (81). This
conveys a profound, almost spiritual connection, suggesting the island
itself is an active entity that embraces and integrates the newcomers. It is
not just a place they are in, but a place that interacts with them. “The air
carries you. The family of three held hands, and though weighed down by
luggage, they floated” (81). Despite the literal weight of their “Gold
Mountain trunk” and other possessions, there’s a powerful sensation of
weightlessness and release, indicating an immediate emotional or

spiritual uplift. While the initial sensation is one of lightness and
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freedom, the phrase “Noa noa”—which Gauguin defined as “the fragrance
of a bygone joy” (87)—and the command “Remember” (81) are crucial
complications. These details indicate that the new environment does not
erase the past, but instead weaves it intimately into the new experience.

This reciprocal relationship with the land is central to Kingston’s
vision of healing, which she conveys through Wittman’s experiences in
Hawai‘i. Unlike the extractive logic of war or capitalist exploitation,
healing in Hawai‘l depends on aloha—a deeply ethical principle of mutual
care and spiritual generosity. However, Kingston is careful not to
romanticize this exchange. Through the character of Polly, a Hawaiian
attorney, the family is reminded: “Aloha’ does not mean only giving. It is
giving and receiving. Giving and receiving love. Reciprocal generosity”
(75). Polly challenges Wittman’s and other mainlanders’ preconceived
notions of “aloha. Polly directly accuses “mainland people” of exploiting
this concept, viewing Hawaiians as perpetually “give, give, give” (75),
while the mainlanders “take, take, take” (75). This immediately
highlights a perceived imbalance and a lack of understanding on the part
of the newcomers regarding the deeper cultural meaning behind Hawaiian
generosity. This accusation resonates with later observations, such as the
locals’ frustration with “dumb haoles and kachinks [dropping] their big-
city survival skills” (79) and failing to understand local customs. This
expands the understanding of “aloha” beyond a simple greeting or
unilateral offering, emphasizing a balanced, mutual exchange of affection,
kindness, and support.

The heterotopic nature of Hawai‘i is further complicated by the
presence of the military. Wittman and Tana quickly realize that moving to
Hawai‘l did not mean escaping the Vietnam War but rather putting
themselves “in the very midst of it, as close as you could get and remain in
the United States” (Hawai? One Summer 16). The airport, the visible
warplanes, and the funeral procession of coffins serve as haunting
reminders that violence persists. One of the most powerful scenes occurs

when the family accidentally encounters the coffins of dead soldiers:
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Each coffin was draped with an American flag. An armed marine
at attention guarded the score of coffins. Wittman and Tana
looked at each other and did not comment, did not want their son
to know about soldiers killed in Viet Nam, and their bodies being
routed to hometowns all over the U.S.A. (81)

The presence of coffins of “dead soldiers... killed in Viet Nam” (81) at the
airport immediately shatters the illusion of a peaceful sanctuary. This
swift reintroduction to the realities of war, even in their chosen “farthest-
out unknown place” (81), foreshadows the new process of reckoning that
escape initiates, rather than resolves. When Mario, their young son, asks
about the coffins, Wittman answers: “Those are coffins, and there are dead
soldiers in the coffins. They were killed in Viet Nam, in war. Their bodies
are being flown home to their families” (81). The child’s response, “I can’t
like it” (81), and Wittman’s promise, “When you grow up, there will be no
war” (81). This conversation highlights how trauma is intergenerational,
and how healing begins with language, with the refusal to normalize
violence. The airport, in this moment, becomes a heterotopia of
mourning—a site where personal and national grief converge.

As Julia H. Lee observes in Understanding Maxine Hong Kingston
(2018), the choice of Hawaii as a destination is fraught with historical
erasures and contradictions. Kingston imagines it as a possible escape
from the racialized violence of mainland America, but as a Chinese
American woman, she does not genuinely share the histories or
experiences of the Hawaiian peoples. There are “no talk-stories about
Hawai‘i, no places in which to root herself’ (84). This absence of rooted
narratives manifests in the recurring images of death and suicide across
Hawai‘i One Summer, reflecting a buried history of U.S. military
occupation and imperial ambition. What appears at first as an untouched
paradise gradually reveals itself as a site of historical trauma, where
colonial violence is not only remembered but inscribed onto the very

landscape.
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The U.S. government has imposed a “kapu”, which means “forbidden”
or “sacred,” on parts of the island, using it for military purposes, including
missile target practice on mountains and as a “staging area for the war”
(80) in Vietnam. Wittman observes that a disproportionately huge section
of the O‘ahu map was pink, signifying military ownership. This represents
a direct physical and symbolic encroachment on sacred land. Rudy Ku
later explains how Hawaiians lost their land through subtle, manipulative
legal processes like “eminent domain and adverse possession” (171), by
failing to read “the gray small print in the back” of newspapers that
declared ownership changes. This underscores the critical need for legal
expertise to protect Indigenous land rights.

On the flight to Hawai‘i, Polly says, “She’d welcome me if she could
understand. Hawai‘i needs lawyers to save the ‘aina.’ ‘Aina—land, earth,
property, estate. Not just any land, but the sacred land that is Hawai‘i”
(79). The concept of aina is intrinsically linked to the Hawaiian people’s
fight for self-determination and the preservation of their culture. This is
not just a geographical term. It carries deep spiritual, cultural, and
ancestral significance. It is the very foundation of Hawaiian identity and
well-being.

Another site of healing is the beach at Waikiki, where Wittman sees
wounded Vietnam veterans playing in the ocean:

One held his splinted arm up in the air as he jumped up and
down, his other arm holding on to a man with one leg, who
hopped in the waves. A man with his chest in bandages, and a
bandage around his head, kicked water on his friends, grabbed
them, and pulled them farther from shore. They whooped and
splashed, jumped on top of one another, then let themselves fall
into the water, and rolled around in a laughing dog-pile. They
were cavorting, happy to be alive, out of Viet Nam alive. (83)

The ocean becomes a space of baptism and rebirth, where these men find
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joy rather than remaining broken. The saltwater, the sun, and the waves
enact a kind of healing that no hospital could provide. This scene insists
that the body, even when damaged, can reenter joy. Trauma does not

disappear, but it becomes part of a renewed self.

Kahalu‘u: A Refuge of Spiritual Healing

The Kahalu‘u diaspora community brings together Samoans,
Filipinos, Micronesians, and other peoples from beyond the Hawaiian
Islands, as well as Chinese, Japanese, Koreans, and Portuguese. It is first
introduced as a place of mystery and vitality. The Wittman family arrives

on the windward side of O‘ahu, where the landscape is richly alive:

On either side of the road loomed dripping jungle, elephant-ear
leaves as big as people, vine ropes, the smell of eucalyptus like
back home... The lights overhead were stars, and the lights on the
ground were the star eyes of the bufos. Some jumped and some
sat still, entertainers in the spotlight. The mud had manifested
them, eyes, smiles, lumps of live mud jumping for the fun of it.

(87)

This sensory immersion marks a stark contrast with the sterile, death-
haunted space of the airport, where moments earlier they had seen rows
of coffins from the Vietnam War. In Kahalu‘u, the natural world is
animated: frogs smile, plants loom protectively, and the air is perfumed
with plumeria. The environment itself seems to breathe and respond to
human presence. This passage strongly supports the understanding of
Hawai‘i as a heterotopia. As discussed before, the family’s journey to
Hawai‘i itself is an attempt to escape a “messy, ill constructed, and
jumbled” (27) reality and enter an “other real space, as perfect, as
meticulous, as well arranged” (27), and thus functions as a space of
compensation. Upon arrival in Kahalu‘u, the landscape is described with

vivid, almost mystical sensory details: “dripping jungle, elephant-ear
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leaves as big as people, vine ropes” (85). The bufos are transformed into
magical beings with “star eyes” (86), and the mud manifests “eyes, smiles,
lumps of live mud jumping for the fun of it” (87). This dreamlike quality of
space evokes wonder and a profound connection to the ‘aina, creating an
environment that feels spiritually vibrant and aesthetically perfect,
contrasting sharply with the harsh, concrete city they left.

The tropical environment itself dictates a different rhythm. Kingston
notes that “a day goes by fast in Hawaii. Time is tricky here” (141) and
that vacationers “temporarily evading the nine-to-five, just until the war
is over, and the next thing you know, your kid is grown, and you are old”
(141). This suggests a compressed or distorted temporal experience,
fitting Foucault’s idea of an “absolute break with their traditional time”
(“Of Other Spaces” 26). The “ancient people didn’t like time going by too
fast either and tried to do something about the hurrying sun” (141), which
further emphasizes a local consciousness that seeks to manipulate or
control the flow of time. This vividly demonstrates the malleability and
distortion of time within Kahalu‘u. Distances and durations become
relative and subjective, defying standard chronological measurement.
This tricky nature of time is a hallmark of heterochronia, where temporal
experiences are inverted from the norm. This disruption of conventional,
linear time is a precondition for the possibility of healing. After all,
trauma itself is a disruption of time, often locking individuals in a looping
past of painful memories. The heterochronia of Kahalu‘u directly counters
this traumatic cycle. Within this new space, it becomes possible to address
past wounds, because the pressures of a predetermined future are
removed. This unique temporal experience is inseparable from the
physical and communal characteristics of Kahalu‘u’s space, which
together construct a field of healing.

The process of spatial healing finds its starting point in a house.
Whittman’s first house in Kahalu‘u is described as “clean and bare, ready
for beginning anew” (87). This readiness for a fresh start underscores

their hope that this new location will compensate for past losses and allow
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them to build a more harmonious and purposeful life. Even the high
altitude of flying into Hawaii initially offers a sense of being above the
devastation. The house they find in Mr. Tong’s “Tong’s Village” is a model
of simplicity, openness, and transformation. Mr. Tong, the landlord, is a
figure of industrious renewal. His own story reflects slow, patient
community-building in contrast to the rapid, destructive violence of war:
“I bought one broken-down house, fixed it up, rent it for higher than
monthly mortgage, buy anadda house, fix it up, rent it out, buy, fix, buy,
fix, anadda one and anadda one. Pretty soon— one whole village” (86).
This micro-history of localized care stands as an antithesis to systemic
violence. Rather than destroy, Tong’s life work is about mending,
expanding, and housing. This same ethic also infuses the house the
Wittmans move into. Its bareness is crucial, as it allows for renewal and
creation. The heterotopic nature of this home lies in its openness and its
refusal of boundaries: it is described as having “windows on three sides”
(87), inviting in both the landscape and the community.

Wittman and Tana immediately imbue the house with emotional
significance. It becomes the realization of a shared vision: “When first
they met, and could read each other’s minds, they had transmitted back
and forth images of just such a house, and explored it together” (87). This
shared psychic space, now actualized in Kahalu‘u, transforms the trauma
of displacement into the possibility of co-creation. It is in this house that
they sleep together as a family, eat their first meal on top of the “Gold
Mountain trunk,” and tell Mario a mythic story that mirrors their own
journey—a story of a homeless knight and a homeless princess who find
each other in a faraway land and build a life together.

The house is not only a sanctuary from war; it also allows them to
forge a new relationship with time. The modern world’s rigid schedules
and war’s urgencies give way to nature’s slower cycles. “The night circled
by, and seemed to go on and on. The new moon moved to new places in the
sky all the long night” (91). This dilation of time is a feature of

heterotopia: it disrupts linear progression and invites reflection, intimacy,
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and presence. In such time, healing becomes thinkable. This temporal
sanctuary creates the mental space required to process, rather than
simply relive, past wounds. The heterochronia of Kahalu‘u offers an
alternative temporality, one that is not measured by efficiency or
progress, but by natural cycles and subjective experience. This slower,
more fluid time creates the necessary space for memory to be revisited
without being re-traumatizing, for stories to be told, and for new ones to
be established. The final affirmation of the house’s healing power comes
as the family settles in for the night. Instead of following the Western
custom of isolating children in separate rooms, the family reclaims the
collective sleep of traditional societies: “They would not do that to Mario
their first night in a strange house in the middle of nowhere--- They would
establish themselves in the center of the house. They would hold the
space” (89). This act of holding space is both literal and metaphorical. In
Kahalu‘u, they hold space for each other, for memory, for storytelling, and
for healing. The house becomes a sanctuary where trauma is neither
denied nor erased but allows characters to breathe and transform.
Kahalu‘u exemplifies Kingston’s model of the healing heterotopia. It is
not a space untouched by history or death, but a place where life,
community, memory, and care interweave. Through vivid sensory detail,
layered cultural references, and the slow construction of routine and
ritual, Kingston crafts Kahalu‘u as a geography of recovery—an answer to
war not through forgetting but through rootedness, reciprocity, and love.
This temporal environment, one that breaks from rigid schedules to make
healing possible, works in concert with the physical spaces of Kahalu‘u to

create a true sanctuary.

Wittman’s Theater: Staging Peace and Healing

Although the “Water” chapter does not explicitly depict Wittman’s
theater as a physical location, its presence is deeply embedded in
Wittman’s identity and past. Readers familiar with Tripmaster Monkey

know that Wittman is a playwright committed to using performance art
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as a means of resistance, cultural affirmation, and collective healing.

Wittman stages Megan Terry’s play, Viet Rock (A Folk War Movie) ,
within the Sanctuary at the Church of the Crossroads in Hawaii. This
theatrical space is not a conventional theater but a multipurpose room,
Weaver Hall, which is already “stage-set with a forest of antiwar picket
signs” (205). The play’s objective is to stop war and to help the “forming
community to say its new heart” (204). Wittman operates on the policy of
“use whoever shows up” (205), meaning anyone can participate, playing
multiple parts from primordial flower to Viet Cong. This breaks down
traditional barriers, with uniforms acting as costumes and the “wall
between actors and audience” (205) coming down. It aims to foster
communication, healing, and a shared understanding among participants,
many of whom are Vietnam War veterans or AWOL GIs. The play
becomes a focal point for the Sanctuary community, allowing participants
to express “ideals, commitments, and moral values” (199) and to deepen
their self-understanding and connection with others. It is described as the
“ultimate love-in” (223).

For Wittman, the play is a way to “put that war into words, and
through language make sense, meaning, art of it, make something
beautiful, something good” (260). It’s a means to address the
schizophrenic agony of the war. Veterans relive their experiences, sharing
stories of killing and suffering, but they do so within a supportive
communal space where they can narrate them into story and make sense
of them. This juxtaposes the traumatic past with the transformative
present. The play brings together diverse individuals, AWOL GIs,
pacifists, and even people from different racial and political
backgrounds—who often feel isolated by their experiences. Within the
theater, they form a “Sanctuary Community” where they are “chosen
family” (220) and experience profound connection and mutual
understanding.

The Sanctuary, and by extension the theater within it, operates with a

unique accessibility. It is explicitly described as a “place of safety in the
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midst of a society at war” (195), offering refuge and haven to AWOL GIs
and supporters. Its doors are open, inviting participation. While
outwardly open, there are subtle exclusions or specific purposes. The
ho‘oponopono conference, for instance, is “for AWOL GIs only” (304),
highlighting a focused intent on internal healing for that specific group.
The play, however, embraces anyone who shows up.

This act of layering multiple, incompatible realities—the Vietnam
War, the anti-war movement, personal testimony, and communal
therapy—onto a single, physical stage makes the theater a quintessential
heterotopia which Foucault would later describe as a heterochrony, or a
“slice in time.” As Foucault notes, the theater “is capable of juxtaposing in
a single real place several spaces, several sites that are in themselves
incompatible” (“Of Other Spaces” 25). The stage itself, set with anti-war
signs, brings the violence and destruction of Vietnam into direct
confrontation with the aspirations for peace and healing. However, the
power of theatrical space is not only spatial but also temporal. A play
creates its own self-contained time, running parallel to but separate from
the chronological time of the outside world. Within two hours, it can
compress years of history or expand into a single, critical moment. For
veterans, the war is not a past event but something still occurring within
them. The play functions as a “heterotopia of indefinitely accumulating
time” (“Of Other Spaces” 26) for their trauma but also allows for its
processing and eventual transformation.

Though the physical theater is gone, Wittman’s theatrical spirit lives
on. We witness this not only in the stories he tells his son but, more
profoundly, in how he stages his own escape from America. This is not
merely a political act, but an artistic rebellion. He rejects the violent
narrative imposed by his nation, choosing instead to write his own story.
And when that helicopter lifts off from Berkeley, it becomes his final
curtain call—a dramatic farewell to his former cast and audience. This act
of remembering transforms the helicopter ride into a moment of theatrical

retrospection. His people were not just fellow activists or neighbors—they
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were performers in the shared drama of cultural resistance. In this
moment, memory and performance intersect since Wittman is the actor,
director, and audience of his own past.

Moreover, Wittman’s continuous act of storytelling—especially the
tale of the “Homeless Knight and Homeless Princess” which he co-invents
with Tana for their son Mario—is an extension of the theatrical impulse.
Though no curtain rises and no stage is set, the story unfolds with
character, conflict, and resolution. In this tale, the knight speaks to
monsters rather than slaying them. The princess leaves her country and
seeks peace instead of waiting to be rescued. The knight refuses to fight in
the king’s war, just as Wittman refuses military service. The princess
journeys alone, echoing Tana’s independent spirit. Their collaboratively
told story resolves not in conquest but in the peaceful finality of a fairy
tale, affirming that they all “lived happily ever after in their new home”
(91). This story mirrors Wittman and Tafa’s own journey. But more than
that, it models an ethic of nonviolence and cooperation. It teaches Mario,
and by extension the reader, that alternative mythologies are possible.
Stories, in Kingston’s hands, are not escapist but revolutionary as they
reinterpret trauma.

This fictional performance becomes a heterotopic space—a mental
stage where an antiwar mythology can be safely rehearsed. Wittman’s
theater lives on in this sense, not as a physical space but as a method for
scripting counter-narratives to violence, creating symbolic enactments of
recovery, and staging peace. Wittman’s Viet Rock in Sanctuary is not
merely a play but a living, dynamic heterotopia of compensation. It
provides a meticulously crafted counter-space where the chaos and
trauma of war can be confronted, processed, and ultimately transformed
through shared artistic expression and the deliberate cultivation of
community, love, and peace.

Even Wittman’s psychedelic vision late in the chapter evokes
theatricality. The hallucinatory sweep across deep time, geography, and

ancestral memory is spectacular and immersive, a cosmic drama staged in
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his own consciousness:

Wittman floated off the floor, his feet turning toward the left, as if
he were being wheeled away. Startled, he jumped up—and flew
through the roof and into the sky, and out low over Kane’ohe Bay.
He shot out to the ocean—Chinaman’s Hat below, the new moon
above, its thin, bright wake on the sea. On the other side of
Chinaman’s Hat, he looked back at the open ring of the Bay—" 1
see the whole curve of the Bay” —and was out over the ocean,
high over our planet, like a water jewel, and past the moon. I am
awake.... All is connected to all. (91-92)

Foucault states: “Heterotopias are most often linked to slices in time
which is to say that they open onto what might be termed, for the sake of
symmetry, heterochronies” (“Of Other Spaces” 26). A play enacts its own
temporal reality—a historical past, a compressed day, a psychological
moment—presenting it as a self-contained “slice” for the audience.
Wittman’s vision functions as an internal theater that mirrors this
process. Like heterotopias that challenge both spatial norms and temporal
structures, in his hallucination Wittman transcends conventional space

and time:

Oh, he has gone far out in space /time and is looking at eons
before the Eastern Hemisphere plate and the Western
Hemisphere plate parted, and those are mammoths down there.
Time and space are impossible one without the other. The
material stuff of the universe is all here forever, neither created
nor destroyed, just moving with the Big Bang, which happens all

at once, is still happening now. (92)

Wittman’s psychedelic experience well illustrates Foucault’s ideas,

merging incompatible spaces like ancient Earth with modern Hawai‘li and
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disparate times from geological eras with human war into a single
heterotopic moment. Like a theater stage that holds many worlds, his
mind becomes a space where normal rules of time and place collapse. This
experience becomes the ultimate theater of memory, where individual

trauma is reframed in relation to collective human history.

Conclusion

In conclusion, Kingston’s semi-autobiographical project is to
demonstrate that recovery is not an arrival at a serene destination, but an
ongoing, difficult practice undertaken within landscapes still scarred by
violence and memory. In the “Water” chapter of The Fifth Book of Peace,
Kingston offers no easy resolutions for healing. As Kingston illustrates,
healing is a slow, conditional, and incomplete process that is profoundly
possible and fundamentally begins in space. Throughout the chapter,
Kingston explores how various physical, cultural, and imaginative spaces,
including the transitional non-place of the helicopter, the broken paradise
of Hawai‘i, the spiritual refuge of Kahalu‘u, and the transformative
theater of the Sanctuary, can simultaneously contain trauma and catalyze
healing. These locations function as heterotopias, juxtaposing profound
contradictions such as war and peace, memory and forgetting, rootedness
and movement, and exile and home. Kingston’s characters actively
construct spaces that resist violence, not through denial, but through
deeply embodied acts of care and remembrance. Healing, then, is not
achieved by escaping trauma but by confronting it. As Hsu Shounan
argues, “while she considers no universal ideas of peace and methods of
peace as eternally valid, she proposes writing as a model for any kinds of
answers to the problem of peace” (105). For an author who famously lost
her own manuscript to fire, the act of writing is not merely descriptive but
generative. This is the core of Kingston’s argument: she shows that peace
is not a fixed state but an ongoing spatial and narrative practice, achieved

by writing about space, memory, and resistance.
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* The original version of this paper was presented at the Soundings 77th
Annual Conference, held at Sophia University on May 10, 2025.

* This work was supported by JST SPRING, Grant Number
JPMJSP2148.

Notes

1. Maxine Hong Kingston heard from her mother that there were three
famous Books of Peace in Chinese history. However, due to China’s
tradition of massacres and book burnings during dynastic changes,
all of them were lost. She deeply believed in the existence of these
peace books, and in search of them, she traveled to Hong Kong,
Taiwan, and mainland China. She inquired with ordinary tourists,
historians, translators, bookstore owners, and international students,
but none had heard of these Three Lost Books of Peace. Finally,
China’s former Minister of Culture, Wang Meng, told her, “You
yourself imagined Books of Peace. And since you made them up, you
are free to write whatever you like. You write them yourself” (52).

2. Kingston’s work is renowned for its blending of autobiography, fiction,
and myth. This stylistic approach often results in what scholars term
a ‘hybrid subjectivity.” It allows Kingston to explore personal and
collective trauma while challenging traditional notions of the
autobiographical self. For influential discussions on this topic in
Kingston’s work, see Sau-ling Cynthia Wong, Maxine Hong
Kingston’s The Woman Warrior: A Casebook and David Leiwei Li,
Imagining the Nation: Asian American Literature and Cultural
Consent.

3. The spelling “Hawaii” (with the ‘okina, representing a glottal stop) is
consistently used when referring to the islands in a manner that
acknowledges their indigenous identity, sacredness, and deep
cultural roots. This is the correct Hawaiian language spelling. This
paper will adopt this spelling, as it will for other words like Kahalu‘u,
Waikiki and O‘ahu.
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Michel Foucault first presents the concept of heterotopia in the
preface to The Order of Things. Foucault argues that “heterotopias
are disturbing, probably because they secretly undermine language,
because they make it impossible to name this and that, because they
shatter or tangle common names, because they destroy ‘syntax’ in
advance, and not only the syntax with which we construct sentences
but also that less apparent syntax which causes words and things
(next to and also opposite one another) to ‘hold together’ (The Order
of Things Preface xix). Foucault gave a more specific definition of
heterotopia in his 1967 speech, “Of Other Spaces,” presented to the
Architectural Association.

Michel Foucault’s definition of heterotopia is as follows: “There are
also, probably in every culture, in every civilization, real places—
places that do exist and that are formed in the very founding of
society—which are something like counter-sites, a kind of effectively
enacted utopia in which the real sites, all the other real sites that can
be found within the culture, are simultaneously represented,
contested, and inverted. Places of this kind are outside of all places,
even though it may be possible to indicate their location in reality.
Because these places are absolutely different from all the sites that
they reflect and speak about, I shall call them, by way of contrast to
utopias, heterotopias” (“Of Other Spaces” 24). For a more detailed
definition, please refer to “Of Other Spaces.”

Unless otherwise indicated, all citations from The Fifth Book of Peace
refer to the Vintage 2004 edition.

The film “Hawaii” was adapted from James Michener’s novel by
Dalton Trumbo. It depicts the first people coming to Hawaii from
Bora-Bora, praying to their deities like Pele, Mana, and Kne. It then
shows the arrival of Max von Sydow and Julie Andrews, representing
“most haole of haoles—White people” (76) who “speak about bringing
‘enlightenment to the heathen and primitives in Awahee” (76). This

clearly illustrates their self-proclaimed mission of civilizing the



Heterotopias of Healing: War, Trauma, and Recovery in The Fifth Book of Peace

indigenous Hawaiians. While specific “destruction of original
structures” isn’t explicitly detailed in the provided excerpts, the film’s

broader narrative implies significant cultural disruption.
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Healing Spaces: War, Trauma, and Recovery in The Fifth Book of Peace
Lingling WANG (Graduate Student, Kobe University)
Moderator: HIRATSUKA Hiroko (Nihon University)

“Water,” the third chapter of Maxine Hong Kingston’s The Fifth Book of
Peace, rewrites the burned The Fourth Book of Peace and continues the
narrative of her earlier work, Tripmaster Monkey. The protagonist,
Chinese-American artist Ah Sing, embarks on a journey to Hawaii with
his family to escape military service and discover peace. In the book,
spaces like Kahalu‘u and Wittman’s theater function as heterotopias that
offer healing in contrast to the trauma of war. This presentation analyzes
how these spaces serve as sites of recovery, challenging the violence and

trauma imposed by war.
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